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ABSTRACT 
Brisbane architect-designed houses of the 1960s embodied a final manifestation 
of the Modern Movement in the twentieth century. The Modern architectural 
language of these houses was tempered by geographical and social factors, 
including the sub-tropical climate, Queensland's traditional architecture and the 
particular decade in which they were designed. Characteristics of the sixties era 
which influenced the architecture included the economic climate, materials and 
technology, and the lifestyle of the people for whom the houses were designed. 
Eleven architects who designed sixties houses were interviewed for this study. 
These interviews provided a first-hand account of each architect's design 
motivation and of the character of the period. Four houses were examined for the 
Case Study and this chapter includes drawings, photographs and a statement by 
the architect about each house. The legacy of the era is discussed, in relation to 
the surviving houses from the Case Study, and in general about the body of work 
that is left. 
The houses from the sixties make up a significant body of work that is important 
in the development of the distinctively Queensland house and in the history of 
architecture in this state. 
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INTRODUCTION 
Jennifer Taylor, when discussing Australian architecture, said: 
The context for architecture is both simple and complex. The 
physical context is strong and direct: geographical rather than 
social factors have shaped Australian design. The climate 
permits lightweight, loosely assembled construction and 
encourages free planning that embraces both interior and 
exterior spaces . ... Of all the physical characteristics, it is the 
sun that primarily conditions the way of life and thus the 
architecture ... 
The people are complex. They choose to view themselves as 
independent pragmatists, yet at the same time, the nation 
remains reliant on Britain for its symbolic identity ... and on 
external powers for its defence and economic stability. A 
distinct time lag exists between happenings abroad and their 
parallel local occurrences. This is true of social and economic 
change and thus affects the responses in the arts. 1 
Australian architecture exhibits regional characteristics derived from its 
geographical siting and its social and historical context. In Queensland, 
climate is an important factor: the strong sunshine and tropical and sub-
tropical temperatures have an effect on its architecture. Distinctive local 
building forms and the prevailing architectural and social ethos help to shape 
regional character. 
This study examines a particular period of Queensland architecture, the work 
of the 1960s, and focuses on houses designed by Brisbane architects. The 
influence of the physical context of this architecture - the climate, the 
geographical characteristics of the site and the historical influences of the 
1 Taylor, J. (1986) "Australian architecture since 1960" p.12 
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local architecture - will be considered. The architectural ethos of Modernism 
which prevailed at that time will also be examined. 
The 1960s in Brisbane was an exciting time of prosperity and optimism which 
produced some interesting architecture. The architecture of this decade, 
however, has not been thoroughly examined or documented. This study is an 
attempt to answer questions about the more important developments in 
Brisbane domestic architecture and to record what some of its authors 
remember about it. 
Motivation and Hypothesis 
Post-World War 2 domestic architecture in Brisbane was breaking new 
ground. There was a move away from traditional housing forms, coupled with 
a desire to create a new type of architecture in the rebuilding period after the 
war. This process began during the fifties and matured in the architecture of 
the sixties. The architects, who trained in offices in the fifties, carried the ideas 
absorbed in these offices through to their work in the sixties. This period also 
saw the decline of Modernism as the prevailing architectural ethos. By the 
seventies, new modes of thought were emerging and Modernism was seen as 
passe. Architect-designed houses of the sixties encapsulated these ideas and 
reflected the essence of the era in built form. 
The house of the sixties embodied the principles of Modernism adapted to the 
regional characteristics of Queensland. Architects in this decade produced a 
body of innovative and exciting domestic architecture which should be 
assessed and valued before it is lost. The majority of these architects are still 
alive and have recently retired or are in the final years of their practice. The 
information gained first-hand, from speaking with these architects, provides a 
valuable insight into both the motivation for their work and the period. 
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This study tests the hypothesis that: 
Brisbane architects, in their sixties house designs, tempered the 
International style with geographical and social responses to suit the 
place and time, and left an important body of architectural work that 
should be recognized. 
Sources and Methods 
A survey of literature about the period revealed that few books have t>een 
written specifically about Australian architecture of the sixties; arguably the 
best is Jennifer Taylor's "Australian architecture since the 1960s". Taylor's 
work examined a wide range of building types and, as a result, houses were 
covered only briefly. The main source of published material on the period 
consists of periodical articles from 1960 to 1969 inclusive. These periodicals 
include "Architecture in Australia", published by the Royal Australian Institute 
of Architects (RAIA); "Art and architecture", a journal targeting the 
architectural profession; "Cross section", a critical review of architecture 
published by the University of Melbourne; and "Building ideas", a trade journal 
published by CSR Building Materials. 
Contextual research included texts on the Modern or International style of 
architecture, technical references on issues such as climatic design, and 
architectural criticism of the period by authors such as Robin Boyd. A 
complete list is included in the Bibliography. 
Interviews 
By far the most useful part of the research was a series of personal interviews 
with architects from the sixties which discussed their work of the period. It 
was a valuable opportunity to gain a first-hand insight into their work and the 
period under study. The architects chosen were those who had had work 
published in periodicals. A complete list follows, (see also Appendix 3) with 
the number of articles published shown in brackets: 
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• Graham Bligh (Bligh Jessup Bretnall & Partners) [5] 
• W.H. Carr (Lecturer in Architecture, U of Q) [2] 
• Edwin Codd (Codd Hopgood & Assoc.) [1] 
• John Dalton [19] 
• Graham de Gruchy [3] 
• Robin Gibson [1] 
• Goodsir & Carlyle [1] 
• Peter Heathwood [1] 
• Maurice Hurst (Lund Hutton Newell Black ) [3] 
• Job & Fraud [1] 
• Stuart Mcintosh [1] 
• Darval Miller [1] 
• Nevil Miller [2] 
• Pat Moroney [1] 
• Geoffery Pie [2] 
• John Railton [5] 
• David Roessler [1] 
• Campbell Scott (Hayes & Scott) [1] 
• Donald Spencer [1] 
• Thynne Denham & Assoc. [1] 
• Steve Trotter (Fulton Collin & Partners) [1] 
• Joe Turnbull [1] 
• J. Van Den Broek [2] 
John Dalton stands out as the most published, while other architects were 
much less prominent in the published record. Prompted by this apparent 
imbalance, ten other architects, as well as Dalton, were interviewed for this 
study and four previously unpublished houses were recorded in the case 
studies. 
It was not possible to interview all of the architects listed above, because of 
time restrictions. These omissions could form the basis for further study of this 
topic. 
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Architects were contacted to ask them for an interview concentrating on their 
work from the sixties. Some could not be contacted because they had either 
died or were no longer living in Queensland. Eleven architects agreed to be 
interviewed, most of whom were from the above list. Architects in the initial 
interviews recommended peers whose work had not been published, but who 
had been influential. One of these, Don Winsen, was also interviewed. 
Interviews were conducted in an informal manner with a letter sent to the 
architect beforehand asking him to think about the influences on his work of 
the sixties. A sample letter and an interview sheet, listing possible questions, 
are included in Appendix 1. 
Each interview was conducted using an informal, conversational approach. It 
usually began with a question about the architect's education and training. 
One of the architect's published houses of the sixties was used as a starting 
point to discuss his design philosophy and the influences on his work. As a 
result, the interviews do not follow a set format. This informal approach 
allowed topics to be more closely tailored to each architect and permitted 
interviewees to include what they considered relevant to the subject. Interview 
questions were grouped around themes gleaned from the published literature. 
These themes included climatic design, the search for a regional style, the 
influence of client needs and site, and the ethos of the period. 
Interviews were recorded on micro-cassette and later transcribed. Off-the-
record remarks and irrelevant small talk were not included in the transcript. A 
copy of the transcript was then sent to the architect with a request that they 
agree to its inclusion in the appendix of this study and to check the transcript 
for accuracy. Robin Gibson was the only architect who declined permission to 
include his interview transcript in the appendix of this study. Maurice Hurst 
was not formally interviewed like the other architects because most of the 
information about his work was from an unpublished thesis written by him 
about his sixties houses. 
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Several of the architects made amendments to the transcript. Where these 
amendments consisted of correction of spelling, names and dates, the 
transcript was corrected. Where the amendment included extra information to 
what had already been recorded, these comments have been added to the 
transcript using a different font so that the amendment can easily be seen. 
Analysis of the transcripts involved exploration of the essential themes and 
influences on each architect's work. Common factors and themes were then 
examined to test the hypothesis. 
Case Study 
The case study was carried out, in part, to address the scarcity of published 
information about the work of the architects Steve Trotter and Maurice Hurst. 
The main reason, however, was to test the hypothesis against work that was 
not published at the time to see if the houses had similar qualities to those 
that had been published. 
Two houses by Steve Trotter and two houses by Maurice Hurst were chosen. 
These architects were producing innovative work that, although recognized by 
their peers (through mention in the interviews), had not been published during 
the sixties. Maurice Hurst's unfinished and unpublished Masters thesis, 
written about his houses of the sixties, was an invaluable resource. Drawings 
of Hurst's houses were found in the Lund Hutton Newell Black and Paulsen 
collection in the University of Queensland's Fryer Library. The company 
archives of Fulton Trotter Moss Architects contained the Trotter drawings. 
Field Survey 
The Legacy chapter contains the results of the field survey. This entailed 
looking at the present condition of the houses in the case study. Although only 
street names and suburbs were noted on the drawings, this was sufficient 
information to find three out of the four houses. The Hurst house at Brookfield 
was not found, as the only information available was that it was on Gold 
Creek Road on an inaccessible site. Gold Creek Road contains more than 
600 lots and most are acreage sites where the houses are hidden from the 
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road. Two of the houses were inspected and photographed externally and, 
when the owners permitted, internally as well. The Schafer House was 
demolished during the course of the study before it could be inspected. 
Introducing the Architects 
This study examines the sixties domestic work of eleven Brisbane architects. 
In order to familiarize the reader with these architects a short biography 
(covering only their training and career up to the early sixties) is included 
below. 
Graham Bligh 
Born (T oowoomba) 1934 
B. Arch. (Qld) 1957 
Trained in the offices of Conrad & Gargett and Bligh Jessup Bretnall. 
Registered Architect (Qld) 1958 
Worked for Fry & Drew in London (1959-60) 
Joined Bligh Jessup Bretnall after returning to Brisbane in the early sixties. 
John Dalton 
Born (U.K.) 1927 
Served in the Royal Air Force 1946-48 
Emigrated to Australia 1950 
Dip. Arch. (Qld) 1958 
Trained in the offices of Frank Costello (BCC), Cook & Kerrison, Hayes & 
Scott, Theo Thynne & Assoc. 
Registered Architect (Qld) 1957 
Formed partnership of Dalton & Heathwood, 1957 
Established John Dalton & Associates, late 1950s 
Graham de Gruchy 
Architectural training in South Africa 
Worked for London County Council Housing Division 
Emigrated to Australia 
Lecturer in Dept. of Architecture, University of Qld, 1963 
Reader in Architecture 1968 
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Robin Gibson 
Born (Brisbane) 1930 
Trained in the offices of City Architect, Frank Cullen, Hayes & Scott, Theo 
Thynne & Assoc. 
Worked for James Cubitt & Partners, Sir Hugh Casson and Neville Condor in 
London 1955 
Registered Architect (Qld) 1956 
Established Robin Gibson & Partners 1957 
Peter Heathwood 
Born (Brisbane) 1932 
Trained in the offices of Frank Costello (BCC), Theo Thynne & Assoc., Job 
Collin & Fulton, Powell Dads & Thorpe, Crick Lewis & Williams, Job & Fraud. 
Dip. Arch. (Qld) 1956 
Registered Architect (Qld) 1957 
Formed the practice of Dalton & Heathwood 1957 
Maurice Hurst 
Born (U.K.) 1929 
Trained at the Hammersmith School of Building, London, College of 
Architecture 1946-52 ARIBA 
Worked with Joseph Pemberton FRIBA 1953 
Military service 1953-5 
Emigrated to Australia 
Registered Architect (Qld) 1958 
Associate with Ford Hutton & Newell 1958 
Nevil Miller 
Trained with Theo Thynne & Assoc. 
Dip. Arch. (Qld) 1956 
Registered Architect (Qld) 1957 
Geoffery Pie 
Born 1938 
Trained in the offices of H.S. MacDonald, Fulton & Collin, Robin Gibson 
Dip. Arch. (Qld) 1962 
Registered Architect (Qld)1963 
David Roessler 
Born 1935 
Trained in the offices of Jim Birrell, Grounds Romberg & Boyd, Bates Smart & 
Mccutcheon, Mockridge Stahle & Mitchell, Guilford Bell. 
Bachelor of Architecture (Melb.) 1962 
Registered Architect (Vic.) 1963 
9 
Steve Trotter 
Born (Brisbane) 1931 
Trained in the offices of Mervyn Rylance, Fulton & Collin 
Dip. Arch. (Qld) 1954 
Registered Architect (Qld) 1955 
Established own practice 
Don Winsen 
Born (Brisbane) 1927 
Trained in the offices of Hall & Phillips, Conrad & Gargett, BCC, The 
Architects Group. F.A. Cullen, Thynne & Hitch, Theo Thynne & Assoc. 
Dip. Arch. (Qld) 1952 
Registered Architect (Qld) 1953 
Private practice Don Winsen Pty Ltd 1961 
10 
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THE PRELUDE 
The architects who were designing innovative houses during the sixties were 
trained and influenced by the architects of previous decades. Eight of the 
architects interviewed completed their architectural training in Brisbane, with 
the exception of Maurice Hurst, Graham de Gruchy and David Roessler. The 
architectural training received during the 1950s was to influence the style and 
character of their work of the 1960s. 
University Training 
Architectural education in Brisbane during the fifties generally consisted of a 
two tier system with the first three years at the Brisbane Central Technical 
C~llege (BCTC) and the last three at the University of Queensland (U of Q). 
Part-time students had to work in an architectural office during their studies. 
There was also a full-time course consisting of four years at CBTC with the 
final two years at the university. Opinions vary about the quality of education 
received from the college and university. Most of the lecturers were not 
academics but were drawn from the architectural practices. According to Dan 
Nutter, a contemporary of the architects under study, 
They were dedicated, very good in their practical sense and in 
terms of architecture as it was practiced, but not very much 
ahead in ideas. 2 
Gabriel Poole described his education as a negative experience, 
All the architecture course ever meant to me was that I 
eventually got a cerlificate so that I could become an architect. I 
didn't learn anything there . ... They presented us with a debased 
International Style formula and we were expected to design to 
this formula. 3 
Geoffery Pie agrees with this opinion about their college education and says 
that living in two different Mervyn Rylance houses as he was growing up 
taught him more about good architecture. Pie does, however, acknowledge 
2 Walker, B. ( 1998) "Gabriel Poole", p.13. 
31bid, p.14. 
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Karl Langer's teaching in town planning as being excellent, and values the 
way Langer taught him about the use of spaces, both between and inside 
buildings. 4 
John Dalton had a more positive opinion about his university training. He 
says, 
But one thing I do remember, we all wanted to be like our senior 
members of the profession. There were no radicals in terms of 
'them' and 'us'. The professor at the university wore a bow tie, 
and we all wanted to, one day, be able to wear the bow tie. The 
members of the profession were very 'honourable men' and very 
highly regarded. 5 
Other architects mentioned particular university lecturers who had a positive 
influence on their training. Robin Gibson regarded Bruce Lucas, John Hitch 
and Bob Cummings as good practical people who taught the students 
common sense. Steve Trotter recalls that most of his lecturers were 
practising architects, not academics, 
We used to hang on their every word because they were out 
there doing the work and doing it well. 6 
Don Winsen regarded Jack McWilliam the structural engineer as his most 
influential lecturer at university. McWilliams's attitude was that there was no 
division between architecture and engineering and that an architect had to 
think like an engineer and be both practical and creative. 
Peter Heathwood remembers that most of the students in his year at 
university were mature-age ex-servicemen. They were married men with 
children who had been through the war. This made them serious and 
dedicated about the course and determined not to waste time. He says this 
was a very beneficial influence and made a good impression on him as a 
student. 
4 Ibid, p.13 and Interview with Pie, March 1999. 
5 Interview with John Dalton, April 1999. 
6 Interview with Steve Trotter, March 1999 
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Maurice Hurst received his architectural training at the Hammersmith School 
of Building, established by William Morris in London. He says the school had 
a major influence on his approach to architecture. From ages 13 to 17, he 
gained practical experience in bricklaying, carpentry, plastering and plumbing. 
He then completed his architectural training at the same school after the war 
and graduated in 1953. He recalled that, 
Architecture was oriented towards skilled drafting, a painter's 
eye for colour and texture, and a sculptor's approach to space 
and forrn. 7 
Office Training 
Most architects, however, mentioned the architects who trained them in the 
architectural offices in which they worked, rather than their lecturers at 
university, as having had a more positive influence on their architecture. 
The consensus amongst the architects interviewed was that there were two 
particularly progressive firms during the 1950s in Brisbane renowned for their 
innovative houses - Hayes & Scott and Theo Thynne & Associates. These 
two firms were recognized by the architecture students of the time as being 
the ones to work for in order to gain the best experience. John Dalton 
described working for Hayes & Scott as, 
The absolute pinnacle of a student's training ... I could see they 
(the students) were getting wonderful training. You spent all your 
time running around Hayes and Scott's buildings, fascinated by 
how it all worked out - drawing board to reality. Cam Scott was 
an inspirational person in my life. 
As a student, Peter Heathwood was also enormously impressed by the 
houses of Hayes & Scott and describes them as pure and simple houses. 
According to Don Winsen, 
... the place all the hot shots wanted to work, Hayes and Scott 
and Theo Thynne and Associates. 8 
7 Unpublished thesis by Maurice Hurst. 
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Graham Bligh describes Hayes and Scott as, beacons Australia-wide at the 
time, 9 and acknowledges their influence as being very important to a lot of 
Queensland architects. 
The practice of Hayes & Scott was established by Edwin Hayes and Campbell 
Scott in 1946. Alice Hampson asserts they adopted the climatic principles of 
Karl Langer and were also influenced by the Californian and Brazilian 
architects. She contends that their work was motivated by economy, 
structure, colour and lifestyle. 10 
Theo Thynne went into private practice in the fifties, at first with John Hitch, 
and then on his own. Don Winsen became chief designer in 1952, after being 
granted associate status, while Theo Thynne was the administrator of the 
practice. 11 Robin Gibson joined the firm in 1953 and also made a large 
contribution as a designer. 
Don Winsen was cited as an important influence by several sixties architects 
including John Dalton, Peter Heathwood and Geoffery Pie. Robin Gibson was 
also mentioned as being influential by Gabriel Poole and John Dalton. Don 
Winsen claims the major influences on his work, while working for Theo 
Thynne, were the Europeans - Gropius, Van der Rohe and Breuer.12 This is 
in contrast to the American influences attributed to Hayes & Scott. 
In 1959, the Queensland Chapter of the RAIA published a book 
commemorating the centenary of the state called "Buildings of Queensland". 
The section on housing included houses from colonial examples to 
contemporary works of the fifties. It provided an excellent overview of fifties 
houses and the work of important firms of that era. The more traditional 
houses were by established architects such as Lucas & Cummings, E.P. 
Trewern and C. Fulton. More progressive houses, which share characteristics 
8 Interview with Don Winsen, February 1999. 
9 Interview with Graham Bligh, March 1999. 
10 Hampson, A. (1987) "The fifties in Queensland, Why not! Why?", p.147. 
11 Ibid, p.148. 
12 Hampson, A. (1987) "The fifties in Queensland, Why not! Why?", p.147. 
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of the International Style, were by younger firms such as Hayes & Scott, Theo 
Thynne & Associates, V. Gzell and Dalton & Heathwood. Hayes & Scott had 
the most houses illustrated with 9, and V. Gzell, John Hitch, Thynne & 
Associates and Dalton & Heathwood each had 3 houses illustrated. 
The houses attributed to Theo Thynne & Associates in "Buildings of 
Queensland" were designed by either Don Winsen or Robin Gibson (Figures 
1,2 & 3). This was verified by Hampson during the course of her research. 
The early work of John Dalton and Peter Heathwood was also included in this 
publication.(Figures 4, 5 & 6) This supports the assertion that the influential 
work of the fifties was a direct forerunner to that of the sixties. Many of the 
architects who were designing innovative houses in the sixties had had a 
history of designing quality houses, usually while they were still students. 
These houses had been recognized by their peers, members of the RAIA, 
during the fifties by being included in "Buildings of Queensland". 
Figure 1: Coast House at 41 Surf St. Mermaid Beach, 
designed by Gibson and Winsen at Theo Thynne & Assoc. in 1955. 
Source: RAIA (1959) "Buildings of Queensland" p. 24. 
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Figure 2: House at Gap Creek Rd. Kenmore, 
designed by Gibson at Theo Thynne & Assoc. in 1956. 
Source: RAIA (1959) "Buildings of Queensland" p.20. 
Figure 3: House at Moorooka, designed by Winsen at 
Theo Thynne & Assoc. in 1956. 
Source: RAIA (1959) "Buildings of Queensland" p.26. 
Figure 4: Speare House at 57 Goldieslie Rd. Indooroopilly 
designed by Heathwood in 1958. 
Source: RAIA (1959) "Buildings of Queensland" p.27. 
• ., 
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Figure 5: Pywood Exhibition House at 23 Karowara St. The Gap, 
designed by Dalton & Heathwood in 1958. 
Source: RAIA (1959) "Buildings of Queensland" p.25. 
Figure 6: Head House at Fleming Rd. Chapel Hill, 
designed by Dalton in 1957. 
Source: RAIA (1959) "Buildings of Queensland" p.28. 
A Regional Style 
The fifties houses in Queensland have been recognized as a distinct regional 
style by Apperly et al in their book, "A pictorial guide to identifying Australian 
architecture". These houses are classified as the Post-War Brisbane Regional 
Style and the authors claim this style continued from1940 to 1960. The 
houses are described as a regional version of the International Style, 
18 
influenced predominantly by climate, and the common architectural features 
include: 
• Long, unbroken roof lines 
• Principal storey raised above ground level 
• Extensive verandahs 
• Timber posts 
• Large glass areas shaded by projecting roof 
• Horizontal or vertical sun control louvres 
Houses used as examples of the style include the Speare house by 
Heathwood, a house at Kenmore by Dalton and houses by Hayes & Scott. 
The key practitioners of the style are listed as Dalton, Heathwood, Hayes & 
Scott and Karl Langer. 
While Apperly et. al. contend that this regional style of house was produced 
between the years 1940 to 1960, many of these stylistic characteristics carry 
through into the work of the sixties. Several of the 'key practitioners' of the 
style were using a similar architectural language through the 1960s. This 
casts doubt on the appropriateness of Apperly's 1960 cut-off date. 
19 
THE INTERNATIONAL STYLE 
For the purpose of this study, Modern architecture is defined as: 
A 'universal' international style stemming from the facts of the 
new constructional means, adequate to a new industrial society, 
and having as its goal the transformation of society, both in its 
taste, or perception, and social make-up. 13 
In the early sixties, Robin Boyd defined Modern architecture as the 'new 
architecture': 
An architecture of the 20th century - free from any undue 
influence of historic styles and at home with the new technology 
- was late in coming to Australia. The first three decades of the 
century were spent in hard pioneering work by men such as 
Annear and Griffin, struggling to keep sane values when all 
around them curled the nonsense of Queen Anne and Art 
Nouveau fretwork. The fourth decade saw the movement 
towards reasonableness and direct simplicity established in the 
pioneering work of Roy Grounds in Melbourne and later Sydney 
Ancher in Sydney. The next decade, the nineteen-forties, was 
occupied by war and recovery. It was not until the nineteen-
fifties that Australian architects as a body got the feel of the new, 
free creative approach to problems of design. Then the more 
advanced ways of building and the cleaner details which had 
been developed by the tiny avant-garde of the 'forties gradually 
spread into the everyday practices of commercial designers and 
'spec' builders. This prepared the ground for the present 
decade, the nineteen-sixties, and the new architecture. 14 
13 Jencks, C. (1985) "Modern movements in architecture", p.373. 
14 Boyd, R. (1963) "The new architecture", p.3. 
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The Modern Ethos 
It is important to establish a social context for the houses of the sixties in 
order to fully understand their significance. By 1960, the International or 
Modern style was the prevailing architectural ethos. It had gained recognition 
and acceptance later in Australia than in the rest of the world, becoming 
generally accepted by the architectural profession after World War 2. As 
Apperly states, 
Unexpectedly large numbers of returned service-men had 
flooded Australian schools of architecture from about 1946, and 
most of them entered the profession in the early 1950s as 
ardent modernists, determined to help make a better world by 
applying their cherished theories of 'rational' and 'functional' 
design to everything from cities to cutlery. 15 
Maurice Hurst completed his architectural training in England after the war 
and recalls that architecture students and particularly returned ex-servicemen 
were searching for a social basis for architecture. He says, 
The notion that the architect had a social responsibility in 
rebuilding the country after the war was not in question . ... 
Housing was a social issue with the London County Council 
giving opportunities for the new architecture and its advocates to 
build the Welfare State. 16 
Graham de Gruchy also worked for the London County Council before 
emigrating to Australia. His interest was in the social aspects of large-scale 
housing, such as multi-storey unit blocks and townhouses. 
Robin Boyd was a prolific writer and architectural critic during this period and 
he also was searching for a social basis for architecture. Brisbane architect 
David Roessler moved to Melbourne during his student days and finished his 
architecture degree at the University of Melbourne, graduating in 1962. He 
says his main influence at this time was Robin Boyd and he was delighted to 
have worked with him one summer while still a student. He says of this 
experience, 
15 Apperly, et al. (1989) "Identifying Australian architecture", p.211. 
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He (Boyd) had such an exciting attitude to architecture in the 
sense that he saw it in a social context, he saw design as 
something that had the potential to matter. He was funny about 
the foibles that were all around us and he really seemed to have 
the drop on what was happening and, as I say, he put it into a 
context. I thought he was great. 17 
Boyd's "The puzzle of architecture", published in 1965, describes the "third 
wave" of architecture (which he contends began in the early years of the 60s) 
as the architecture for the future. Boyd described it thus, 
By the term 'third phase', then, I mean only that after two 
predictable failures of twentieth-century architecture - first its 
marriage with the machine and then its search for significant 
form - at last it seemed to find its feet. 18 
Boyd argues that this "third phase" began around 1960 and 
Seeks to combine the functional freedom and the clear structural 
and spatial articulation of the first phase with the monumental 
artistic unity of the second. 19 
This third phase was said to take the best aspects of functionalism and build 
upon this foundation by taking into account human needs. He seemed to be 
seeking a return to the basic tenets of Modernism: a concern for the needs of 
people, and a reaction against the architectural follies which occurred during 
the fifties. 
Boyd expands on this theme in an article published in "Architecture in 
Australia" June 1967, titled "The state of Australian architecture". He exhorts 
his readers to return to the foundations of the Modern movement, which, he 
says, involves a code of integrity and goodness in architecture. 
Maurice Hurst remembers the reaction in the sixties against some of the more 
radical architectural designs of the fifties. There was a swing back to a more 
16 Unpublished thesis by Maurice Hurst. 
17 Interview with David Roessler, February 1999. 
18 Boyd, R (1965) "The puzzle ofarchitecture",p.156 
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conservative and sensible architecture. When Hurst was designing a range of 
houses for a firm of merchant builders, he says, 
It seemed to me that the design and construction of the houses 
should be rationalized on a module basis rather than what 
appeared to me to be a strange mixture of timber framing, odd 
shaped plans and a mixture of all kinds of materials. The word 
'featurism' was already the kiss of death to architects as Robin 
Boyd was then busy sweeping out the Edna Everidges from the 
architectural scene. 20 
The Modern Style 
In retrospectives of the post-war period published in leading journals of the 
early 1960s, Modernism is accepted as the prevailing, in fact the only, 
architectural style. "Architecture and arts" published a review titled "Post-war 
domestic architecture" in June 1961 which covered the time since the 
magazine was established in 1952. It acknowledged the influence of Roy 
Grounds and Sydney Ancher as architects from before the war and also 
applauded the efforts of younger, upcoming architects in the post-war period. 
These included Harry Seidler and Peter Muller from Sydney, and Kenneth 
McDonald & Associates and Grounds Romberg & Boyd from Melbourne. The 
only Brisbane architects mentioned were Dalton & Heathwood with four of 
their houses illustrated. In discussing the post-war years, the author said, 
Every overseas magazine carried forceful arguments in favour 
of modem architecture. Frank Lloyd Wright was getting whole 
issues of Forum devoted to him and Gropius and Breuer were 
enjoying starring roles in the international sense. 
The Modern Movement had its roots in an architectural revolution early in the 
twentieth century when architects rejected all traditional styles and looked 
toward the new industrial era for inspiration. This revolution occurred partly 
because technological progress offered a wide range of new building 
materials, including glass, steel and reinforced concrete. Sources of visual 
19 Ibid, p.142-3 
23 
inspiration were the simple, clean and precise qualities that appeared in new 
inventions of modern times: airplanes, ships, heavy and light machinery and 
industrial buildings. These became the basis of modern architecture's anti-
traditional iconography.21 
Australian Architects 
The first stirrings of Modernism were felt in Australia during the 1930s. The 
Modern style filtered through from Europe and America with work by Dudak 
and Le Corbusier from Europe and Wright from America influencing 
Australian architects of the thirties.22 This new architecture was plain and 
austere and eschewed applied decoration. It consisted of simplified lines, 
planes and massing and its starting point was functionalism. 
According to Taylor, the most influential pre-war architecture was by 
Melbourne-based architects Roy Grounds and Frederick Romberg. Grounds 
established his practice in 1932 after travelling extensively in Europe and 
America. He brought many new ideas back to Australia and the fruits of these 
can be seen mainly in his pre-war houses. His houses incorporated warm 
natural materials and combined rationalism with economical planning.23 
Romberg, however, was influenced more by the European style than the 
American. His buildings show a cool precision of form which can be seen in 
the Stanhill Flats (Figure 7), commenced in 1942 but not finished until after 
the war. 
20 Unpublished thesis by M~urice Hurst. 
21 Brolin, B.C. (1976) "The failure of modern architecture", p.14, 15. 
22 Freeland, J.M. (1968) "Architecture in Australia", p.253. 
23 Taylor, J. (1986) "Australian architecture since 1960", p.13. 
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Figure 7: Stanhill Flats by Frederick Romberg. 
Source: Apperly et al. (1989) "Identifying Australian architecture" p.215. 
The influence of Grounds and Romberg continued after the war into the 
1950s. As Taylor states, 
Functionalism combined with structural and geometrical 
determinism fashioned the architecture of the decade. 24 
This can be seen most clearly in the houses of the time. Grounds 
concentrated on geometric plan forms in the design of his houses, including 
the triangular house of 1950 (Figure 8), the circular house of 1952 (Figure 9), 
and his own house of 1954 that combined the circle and the square. Robin 
Boyd also explored geometrical forms due probably to the influence of 
Grounds. He entered into practice with Grounds and Romberg in 1953. 
Boyd's Richardson House (Figure 10), spans a gully using a bridge-like 
structure between two arched trusses. These houses, and other progressive 
buildings like them, appear to have brought about a reaction against the 
radical in favour of a more conservative style of architecture in the sixties. 
24 Ibid 
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Figure 8: Leyser House by Roy Grounds,1951. 
Source: Cuffley, P. (1993) "Australian houses of the forties & fifties" p.102. 
Figure 9: Henty House by Roy Grounds, 1952. 
Source: Cuffley, P. (1993) "Australian houses of the forties & fifties" p.102. 
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Figure 10: Richardson House by Robin Boyd, 1954. 
Source:Cuffley, P.(1993) "Australian houses of the forties & fifties" p.106. 
Although Taylor states that the architecture of Grounds Romberg and Boyd 
was influential Australia-wide, not many Brisbane architects mentioned them 
as having an influence on their work. David Roessler was one of the few who 
did, as well as Don Winsen, who qualified their influence by saying that they 
didn't take things far enough and that, 
certainly what they were doing in Victoria was not suitable at all 
for the Queensland climate. 25 
No other Brisbane architects interviewed mentioned the Melbourne architects 
Grounds Romberg and Boyd as having an influence on their work of the 60s. 
The majority, however, did mention Sydney architect Harry Seidler and to a 
lesser extent, Sydney Ancher. 
A different style of architecture to that of Melbourne was being developed in 
Sydney during the post-war period. According to Taylor, there were two 
principal streams of thought. These were the rationality and machine-ethic of 
25 Interview with Don Winsen, February 1999. 
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the Bauhaus, represented by Harry Seidler, and Frank Lloyd Wright's organic 
theories, utilized in the work of architect Peter Muller.26 
Harry Seidler arrived in Australia in 1948 via North America, coming originally 
from Vienna. He had experienced a rich and varied training in America, at 
Harvard under Walter Gropius and at Black Mountain College with Josef 
Albers. He had also worked with Marcel Breuer and with Oscar Niemeyer in 
Brazil. His first Sydney house, the Rose Seidler House at Turramurra (Figure 
11 ), was extremely influential and introduced the theories of Gropius and 
Breuer directly to Australia. Seidler used a limited palette of materials and 
colours combined with advanced structural techniques. 
Figure 11: Rose Seidler House by Harry Seidler, 1948. 
Source: Apperly et al. (1989) "Identifying Australian architecture" p.214. 
Freeland says of the Rose Seidler House, 
... the importance of Seidler's Turramurra House lay not in its 
direct imitators but in the permanent influence that its 
international style had on the thinking of architects and on 
architecture generally. Much modified it seeped into all types of 
building and the ripples created by Seidler's stone are to be 
26 Taylor, J. (1986) "Australian architecture since 1960", p.14. 
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seen washing gently over a third of the buildings erected in the 
middle sixties. 
Graham Bligh remembers being influenced by the work of Seidler and 
describes Seidler's work as having a cool collected discipline and revealing 
the clarity of the idea. Other architects interviewed who mentioned Seidler as 
having an influence on their work included Geoffrey Pie, Graham de Gruchy, 
Don Winsen and Robin Gibson. 
The houses of Sydney Ancher, Taylor argues, were to have a profound effect 
on future generations of architects. Although Ancher graduated from the 
Sydney Technical College in the 1930s, the war interrupted his career, and he 
travelled in Europe and served in the Middle East during World War 2. His 
buildings from the post-war years show the influence of the modern European 
architecture he had seen in his travels. His houses reveal the influence of 
Mies van der Rohe in their white geometric forms but, unlike Seidler's houses 
which held aloof from their sites, his houses related closely to the terrain. He 
utilized wide verandahs and patios with the indoors opening out to the site.27 
Robin Gibson acknowledges Syd Ancher as the father of most good 
Australian architecture. Other architects who acknowledge the influence of 
Ancher on their work include John Dalton, Graham Bligh and Geoffery Pie. 
Figure 12: House by Sydney Ancher, 1950. 
Source: Apperly et al. (1989) "Identifying Australian architecture" p.215. 
27 Taylor,J. (1986) "Australian architecture since 1960", p.16. 
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Overseas Architects 
When discussing the influence that other architects had on their work, many 
more overseas architects were named as being influential than Australian 
architects. Le Corbusier was mentioned by the greatest number of architects 
including Miller, Pie, Trotter, de Gruchy, Gibson and Dalton. Robin Gibson, 
during his travels in Europe, was most impressed by a building by Le 
Corbusier in Marseilles, 
. .it was so strangely built - there was no detail to it, as I 
understand detail, the construction was so powerful it became 
the detail ... Corb was always a maNellous architect .. 28 
Mies van der Rohe was cited as an influence by Pie, Trotter, de Gruchy, 
Winsen and Gibson. Geoffery Pie describes his houses of the 1960s as pure 
Mies houses in a Queensland idiom and says that he was particularly 
impressed by Mies' Barcelona Pavilion which he saw when he travelled 
through Europe in the early sixties. He acknowledges Mies' influence in the 
design of his mother's house, the Pie Residence which gained a RAIA 
Commendation in 1967. He says this house was 
driven by climate, driven by the Barcelona Pavilion, driven by my 
understanding of the Queensland climate, especially the 
beachfront. 29 
Gibson was also impressed with Mies van der Rohe and his method of 
design. He says of Mies that he 
... abstracted stuff down to such a degree that you couldn't help 
but seek out why he was doing it, not what he was doing but 
why he was doing it ... you would be trying to understand why 
something happened ... it had nothing to do so much with style 
but with why it was being done that way. 30 
28 Interview with Robin Gibson, March 1999 
29 Interview with Geoffery Pie, March 1999 
30 Interview with Robin Gibson, March 1999. 
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Other European architects mentioned as being influential were Marcel Breuer, 
Alvar Aalto and Arne Jacobsen. 
Steve Trotter claims that he was influenced more by the American architects 
than the Europeans. The reason he gives is that the American climate, 
especially in California, is more similar to the Australian one than that of 
Britain. He also felt that there existed a sort of architectural colonialism before 
the war where Australians looked to Britain, whereas after the war, they 
looked more to America, the country with the most power. He says that this 
had an effect on the architectural climate of the time and cites his major 
influences as Frank Lloyd Wright and Green and Green of California. Other 
architects who claimed to be influenced by Frank Lloyd Wright included de 
Gruchy, Roessler and Trotter. 
Most of the other architects interviewed still saw Europe as having the largest 
influence on their work. This was where most of them travelled, usually while 
students or just after graduating, and as Gibson says, 
... you had this progression of people going and coming back so 
that it was a revitalizing interesting intellectual exchange that 
was occurring between younger architects who were bringing a 
different perspective into domestic design and everybody had a 
different style, there was quite a definite style associated with 
the work that we were doing. 31 
Most of the architects spoken to acknowledged the influence that the 
International Style had on their work of the sixties. At the time, it was the 
accepted architectural ethos and it wasn't until later that other theories 
replaced it. 
Graham de Gruchy says 
.. . in the sense of Mies van der Rohe and Neutra and the very 
precise rational forms they were promoting, as much as I 
31 Interview with Robin Gibson, March 1999. 
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admired things like the Barcelona Pavilion, I just eventually felt 
that it wasn't expressive enough in terms of the possibilities that 
architecture offered. I mean once you've seen some of those 
Moorish palaces or for that matter some of the vaulted medieval 
stuff in France, you suddenly realize how limited the modem 
architectural perspective could be.32 
The Modern Movement was the prevailing architectural ethos during the 
sixties and certainly had a great influence on these architects while they were 
students. They seem to have been influenced more strongly by overseas 
architects rather than Australian architects, with the Europeans having a 
greater impact than the Americans. As John Dalton said of the sixties, 
Modernism was the way it was going .... The more we could 
shock, the better it was, but we were doing it with sublime 
innocence, that this was the way it was going to be - that unless 
the window stretched from there to there (the full width of the 
room) you weren't trying! The fact that you had to put curtains 
right the way across afterwards, that came as a learning 
process. But it was a very, very different climate of opinion in 
those days. 33 
32 Interview with Graham de Gruchy, February 1999. 
33 Interview with John Dalton, April 1999. 
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CLIMATE 
John Dalton claimed, 
Design for climate is the simple solution for all our architectural 
endeavour in Queensland. It is the mainspring for all the 
magical qualities that add up to a vital architecture .... Our 
delight is to build in the sun and gather our poetic inspiration 
from the sunlight, shade and shadow that is our heritage. 34 
For the architects interviewed for this study, one central concern was common 
to them all - a concern for designing for the Queensland climate. While there 
were differences in the approach that each architect took to the site, client 
needs and the Queensland regional style, the one aspect of design which 
generated a universal concern was climatic design. It was stated as being 
basic to the design process, and was expressed as a desire to create a 
livable, comfortable building. 
This chapter will examine the approach that certain architects took in 
designing for the Queensland climate and will begin with an overview of 
contemporary literature, published during the late fifties and sixties. 
Contemporary Literature 
Climatic design was an emerging field of study during the early sixties. The 
Sisalkraft Research Scholarship was awarded to encourage ground-breaking 
research in the field of architecture. This was won in 1963 by architect Steve 
Trotter for a project to undertake research on climatic design. He embarked 
on a world tour which took in the countries of Malaysia, India, Persia, Greece, 
Italy, Spain, Portugal, Florida and Hawaii in the U.S.A. and Brasilia and Rio de 
Jenero in South America. 35 This research culminated in the book "Cities in 
the sun" which examined the vernacular building practices of the countries 
34 Dalton, J. Architect of sun and shadow, "Belle", July-August 1977, p.94. 
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visited and found that primitive societies built structures which were ideally 
suited to the climate. Trotter says, 
That was the most interesting thing that I found, totally different 
architecture or treatments - (houses) made of wood, in India 
made of rammed earth and in South America they were made of 
bamboo and lath and cow manure and stuff. They all had this 
verandah on the north or south because they were just people 
who understood climate, they didn't have to be told - they just 
lived it all their lives. 36 
The book was illustrated by photographs and sketches (Figure 13) showing 
the climatic design features of each place. 
This research was considered so important that instead of the usual report, a 
book was produced. The introduction stated, 
This particular report produced by Stephen E. Trotter ... is 
regarded as being of such wide interest that St. Regis - A. C. I. 
Pty Ltd, have provided the additional funds for its reproduction in 
this shorter form. 
In the book's conclusion, Trotter called for a greater communication of ideas 
on climatic design, noting that 
Very little has been written on the physical, historical and 
psychological aspects of tropical design by architects brought up 
in tropical environments. Most work in this field has been carried 
out by European bom and trained architects carrying out 
commissions in tropical regions. 
Trotter emphasized that northern Australia needed to find its own solutions for 
the design of buildings sensitive to the climate. He asserted that even though 
Australia did not have centuries of suitable vernacular buildings to draw upon, 
we should not look to unsuitable northern European prototypes as a solution. 
35 Interview with Steve Trotter, March 1999. 
36 Interview with Stephen Trotter, March 1999. 
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Figure 13: Sketch of a north Indian vernacular house 
with the courtyard sheltered from the west. 
Source: Trotter, S. (1964) "Cities in the sun" p.8. 
One of the books published on climatic design in the sixties was "Tropical 
architecture in the dry and humid zones", written by London dwellers Fry and 
Drew (part of which was previously published in 1956 as "Tropical architecture 
in the humid zone"). The authors noted in the introduction, 
It is necessary at the outset to recognize that we, the authors, 
are not inhabitants of the tropic zone but have come to it from 
the temperate zone. 
It was written from the viewpoint that the tropical regions were made up of 
developing countries which required the help of experts, architects and town 
planr:iers, from more civilized developed countries. It extolled the virtue of 
modern architecture as an answer to society's problems: 
Modem architecture, and its extension into town planning, has 
above all this task of interpreting applied science in humanistic 
terms. Of making industrialism fit for human use; building cities 
that ennoble life instead of degrading it and destroying it; and of 
creating everywhere, out of the disparate and anti-social 
36 
manifestations of machine production and centralized power, 
unities of resolved thought and feeling, in the form of buildings, 
groups of buildings and larger aggregations, in which life may 
know its bound and flourish. 37 
The authors advocated three main considerations for climatic design: people 
and their needs, climate and its attendant ills and materials and the means of 
building.38 
The climatic design forms recommended for houses in the wet tropics 
included: 
• The ventilated roof 
• Shading of walls and openings 
• The use of landscaping 
• Cross ventilation 
• The use of screens and ventilated walls 
• Mosquito screening and pest control 
These ideas were illustrated using simple, effective sketches (Figure 14) and 
examples of the work of architects which utilized these features. Graham 
Bligh acknowledged that he was so impressed with the work and writings of 
Fry and Drew that, when he went to England he applied for work in their 
architectural practice. He said, that for him, their book was at the cutting edge 
of design and the time he spent working with them in 1959 and 1960 was very 
influential. 
37 Fry & Drew, (1964) "Tropical architecture in the dry and humid zones", p.19, 20. 
38 Ibid 
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Figure 14: Diagrams illustrating climatic design elements. 
Source: Fry & Drew (1964) "Tropical architecture in the dry & humid zones", p.62. 
Another book, published in 1963, was "Design with climate: bioclimatic 
approach to architectural regionalism" by Victor Olgyay. It took a different, 
more technical approach and was set out as a handbook with bioclimatic 
charts and solar energy and wind calculators. It concentrated on providing 
raw data for the architect to apply to their own projects, whereas Fry and 
Drew's book focused on applied examples of their theories. 
A paper published by Karl Langer of the University of Queensland in 1944 
was a forerunner to these books on climatic design. Titled "Sub-tropical 
housing" it discussed both house design and town planning principles. 
According to Langer, the three essentials in the design of a sub-tropical house 
were the avoidance of fatigue, the provision of light and avoidance of glare 
and economy. In the section on avoidance of fatigue, Langer asserted that 
the sub-tropical climate imposed particular strain on the housewife, saying 
that 
38 
In no other part of the world does the white housewife work 
under such strenuous conditions.39 
Having migrated to Australia from Germany, Langer was in a position to 
compare the different climate conditions encountered in Europe and Australia. 
He considered the issue of house design from the housewife's point of view 
and recommended that the house, and especially the kitchen, be small and 
well planned in order to reduce fatigue. Living areas were to open onto a 
courtyard or terrace so as to provide an open-air outdoor living space. 
If we cease to think in terms of front-garden, back-garden and 
house, we may use the whole allotment as a single unified 
living-area, the surrounding hedges of which become the walls . 
. . . The private open-air living-space should open on to public 
parks and gardens, so that the landscape starts at the door-
step. 40 
Several house and garden plans are included as examples, (Figure 15). This 
idea, of using both indoors and outdoors as living space, was to gain greater 
popularity during the sixties. 
Langer also recommended climatic control design elements like carefully 
calculated overhangs (using sun charts), cross-ventilation and correct aspect. 
Not only was the individual house considered, but the whole suburb, and 
examples of block and suburb layouts given as examples. Most of the 
architects who were interviewed had Karl Langer as a lecturer at university 
but remember him as an expert on town planning and not climatic design. 
39 Langer, K. (1944) "Sub-tropical housing", p.3. 
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Figure 15: House plan showing Indoor and outdoor living areas 
by Karl Langer, published in 1944. 
Source: Langer, K. (1944) "Sub-tropical housing", plate 3. 
Journals also featured articles on climatic design during the 60s. In the article 
titled "Building for tropical climates'>41, the author, Cleland, advocated cross-
ventilation, correct orientation, insulation of roofs and the selection of 
appropriate materials for dealing with the regional demands of tropical north 
Queensland. Illustrations included both historical and contemporary 
examples. He recommended that more research be done in relation to 'solar 
buildings' and in the harnessing of the sun's energy to provide hot water and 
refrigeration. He finished with the statement, 
The search for the ideal tropical building continues to provide a 
challenge to architects' ingenuity. The need for openness is 
40 ibid p.4 
41 Cleland R.W. Building for tropical climates, "Building ideas", Vol.2 No.10, Dec 1964, p.3-5. 
42 Ibid 
40 
creating an informality in the plan form, and the aesthetics of 
strong sunlight and shadow, as well as the growing vocabulary 
of climate-control devices, is causing an architectural expression 
to emerge which is a direct reflection of climatic conditions. 42 
During 1962, a special post-graduate course in tropical 
architecture was held at the University of Melbourne and led by 
Senior Lecturer B. S. Saini. The findings of this study were 
published in Architecture in Australia43and included climatic data 
(rainfall averages, average temperatures, and climatic diagrams) 
for hot humid and hot arid zones of Australia. Several housing 
designs were also illustrated (Figure 16) which emphasized 
good cross-ventilation, northern orientation and the use of sun-
control devices. R. I. Shand, from Melbourne University Tropical 
Building Study Group had also written the article, "Sunshading 
for climatic control"44 the previous year. He advocated the 
parasol roof as a useful way of reducing the heat load on a 
building and illustrated this using the Lido Shores House in 
Florida by Paul Rudolph. 
43Saini, B.S. & Shand, R.I. Housing for the Australian tropics "Architecture in Australia", 
March 1963 p.83- 98. 
44R.I. Shand, Sunshading for climatic control, "Architecture & arts", September 1962, p.38 
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Figure 16: Design for a house in the hot humid zone 
showing climatic design elements, by Robert I. Shand. 
Source: Saini, B.S. & Shand, RI. Housing for the Australian tropics "Architecture 
in Australia", March 1963 p.94. 
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In the early sixties at the University of Queensland, The Solar Energy and 
Tropical Housing Committee was formed as a joint effort between the 
architecture, engineering sections and other interested departments. The 
Chairman was architecture professor, R. Cummings, and the objectives of the 
committee were: 
• To co-ordinate research, in the many related fields of interest, in tropical 
housing. 
• To be in a position to approach outside organizations to whom the 
research findings would be of value. 
• To obtain money to build a full-size solar air-conditioned house. 
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Figure 17: Solar air-conditioned house by W.H. Carr at Moggill Farm, 1965. 
Source:W.H. Carr, Solar air-conditioned house, "Architecture In Australia" March 
1965 p.122. 
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A solar air-conditioned house was built and published in 196545 , (Figure 17). 
The house utilized a parasol roof which was inspired by the tent houses built 
in Mt. Isa in 1922. It was intended as a design for the isolated and arid 
conditions in northern Queensland and used manufactured components which 
were easily transportable and built using unskilled labour. Climatic devices 
used included the parasol roof and wide overhangs to shade the walls and 
prevent heat gain. 
Architects' work 
In considering the work of architects during the sixties, climatic design is 
particularly noticeable as the central theme to the work of John Dalton. He 
said recently, 
If somebody backs me into a comer and says, 'What do you 
stand for?' when you've seen all the other parades of art and 
cultures and things, I say I'm still for design for climate because 
it works! The rest comes and goes, it's a chimera, it doesn't 
hang around all the time. 46 
Dalton's architectural work and his views on climatic design were widely 
published in this period. This can be seen by the far greater number of articles 
on Dalton than other architects of this period in the table of published houses 
in Appendix 3. From 1962 to 1971, Dalton was chairman of publications and 
correspondent for "Architecture in Australia", which may account for the sheer 
volume of his work published during this time. Dalton himself says that 
publishing was his way of becoming known and thus gaining more 
architectural work, 
I started to publish, as you've noticed, a hell of a lot. Well people 
used to think that was a bit rude and nasty but when you weren't 
born here- I didn't have any school friends to go to- so you had 
to go out (and get work).47 
45 W.H. Carr, Solar air-conditioned house, "Architecture in Australia", March 1965, p.122-125. 
46 Interview with John Dalton, April 1999. 
47 Interview with John Dalton, April 1999. 
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Dalton acknowledges the influential teaching he received on climatic design 
from Bruce Lucas at the University of Queensland , 
I mean, Bruce Lucas was the Jim Woolley (climatic design 
expert currently at QUT) of the university, he did teach us design 
for climate. As I say, I think there's very little original thought, 
you know, people might think, "God, where did that come from?', 
'I don't know, probably genius". Very likely it was laid down 
many years ago by somebody else. We live on each other's 
shoulders, basically. 
He remembers having to work out sun angles using protractors in Lucas's 
class, which he continued to do during his years in practice. 
There's been critiques of design for climate saying a couple of 
f/yscreens and a couple of large overhangs don't make design 
for climate, but we used to sit with our protractors working out 
the angle of the sun penetration when we were practising. 48 
Dalton also acknowledges the influence of his friendship with Balwant Saini 
who was working in the Tropical Architecture section at the University of 
Melbourne in the early sixties. 
One of Dalton's early articles, "Houses in the hot humid zones"49 shows the 
emphasis on climatic design and the theme that later articles would follow. 
Dalton advocated open planning of houses in order to maximize cross 
ventilation. Large roof overhangs and shading to the walls were also 
recommended along with the use of a light frame structure. In the article, 
Dalton described Queensland vernacular houses 
as light timber-framed structures high on stumps with screening, 
and window hoods to small openings. 
He then concluded that, 
The past was quaint, amusing and very uncomfortable, 
and went on to illustrate the contemporary work of Brisbane architects and 
their 'modern' solutions to design for climate, (Figure 18). Some of the 
devices illustrated included: 
48 Ibid 
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• Sun blades and adjustable sun louvres to pergolas 
• Floor to ceiling openings on the northern side to allow entry of breezes 
• Parasol roof incorporating water sprays for cooling 
• North-facing terraces and verandahs 
• The linear floor plan with maximum northern orientation 
• Louvred timber doors 
• Internal breezeways 
• Horizontal louvres and lattice 
• Shielding from western sun 
• Landscaping to reduce solar radiation on buildings 
This article and some of the illustrations were also reproduced in Balwant 
Saini's book, "Architecture in tropical Australia" in 1970.50 
Consistently, the articles published by and about Dalton during the sixties had 
climatic design as the central theme. The houses were always oriented 
towards the north, usually utilizing the long, linear plan to maximize this 
aspect. Climatic design features were emphasized in the text and were 
sometimes illustrated with sections to show features such as cross-ventilation , 
clerestory vents and under-floor ventilation, (Figure 19). Windows were 
frameless sliding glass set at 2' 6" high with sliding floor vents of opaque glass 
below to allow full-height ventilation. Other elements included: 
• Roof clerestory to vent rising hot air 
• Operable walls to open living areas to verandah 
• Reflective insulation to roof and east and west walls 
• Wide roof overhangs 
• Screen walls and planting to east and west facades 
• Skylight ventilators 
• Light-coloured walls and roofs to reflect solar radiation 
49 Dalton, J. Houses in the hot humid zones, "Architecture in Australia", March 1963, p.73-80. 
50 Saini B. (1970) "Architecture in tropical Australia", Melbourne University Press. 
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Figure 18: Illustrations and text from Dalton's article, 
"Houses in the hot humid zones". 
architect: J. Van Den Broek 
ARAIA Brisbane 
Clear floor to ceiling ventilation 
means Ol!en planning. 
Shade in summer, sun in winter, 
floor to ceiling ventilation. 
architect: 
Peter Heathwood ARAIA Brisbane 
Sliding louvred timber doors under 
large Bft overhang give privacy 
and security but allow air 
movement. 
Source: Dalton, J. Houses in the hot humid zones, "Architecture in Australia" , 
March 1963, p.73-80. 
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The book, "Towards an Australian architecture"51 featured a section on 
houses by Dalton. Four of Dalton's houses were illustrated and in the 
introduction to his work, Dalton said, 
In Queensland, with climate as the central discipline, to build in 
the sun is stimulating. The magic of sun and shadow soon 
captures your senses and directs you towards worthwhile 
solutions. 
As well as Dalton, all of the architects who were interviewed considered 
design for climate as basic to the design process. A number of them felt that 
other factors were equally or more important, but all agreed that the building 
had to suit the climate. 
--------- ----- --,. 
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Figure 19: Plan and section of the Wilson House by John Dalton, 1964. 
Source: "Architecture in Australia Dec. 1964 p.102. 
When talking about the design for the Speare House, Peter Heathwood said, 
because the site received very few cooling breezes, an effort was made to 
51 
"Towards an Australian architecture", ed. Harry Sowden, Ure Smith, Sydney, 1968. 
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maximize cross-ventilation. Although the house appears to have a flat roof, 
the ceilings slope upward towards a central clerestory to vent hot air out of the 
house. He remembers, 
You could sit in the lounge and watch the (cigarette) smoke go 
up, so it works!52 
Heathwood also utilized distinctive lattice panels on the exterior to filter out 
sun and glare. In a later house, the Sturgess Residence, he incorporated 
glazed, louvred walls for maximum cross-ventilation, with the whole northern 
side of the house opening up to the verandah.53 
Architect Geoffery Pie says of his work, 
But I've always been a fanatic about climate anyway ... one of 
the most important things is that you do a Jot of camping 
because you then become in tune with the climate. 54 
In the Pie Residence designed for his mother (Figure 20), he used a concrete 
roof with a layer of fibro on top to lessen the heat gain into the house. Other 
climatic design features were wide roof overhangs to shade the large areas of 
glass and shading to east and west walls. 
Figure 20: Pie House at Surfers Paradise by Geoffery Pie. 
Highly Commended in RAIA awards, 1966. 
Source: "Architecture & arts" Nov 1966 p.20. 
52 Interview with Peter Heathwood, February 1999 
53 House, Bina Street, lndooroopi/ly, "Architecture in Australia", June 1967 p.444-445. 
54 Interview with Geoffery Pie, March 1999 
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Figure 21: Bligh House at Karabil Street, Chapel Hill by Graham Bligh, 1969. 
Source: "Architecture In Australia" Aug 1969 p.635. 
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Graham Bligh also acknowledges the importance of camping in getting to 
intimately know the Queensland climate and the indoor/outdoor living style 
that is so suitable. His own house, published in 1969, was composed of a 
series of open-plan levels, all of which had a northern aspect. This allowed 
total cross-ventilation during the summer months and, combined with wide 
overhangs, kept the house very cool. Bligh says the house has worked well 
for the family and is still living in it 30 years after it was built. 
Steve Trotter also acknowledges the importance of understanding the climate 
in his work, 
The strength in my practice has always been every building I've 
done is related to the climate . .. . My philosophy is that all 
buildings grow out of climate, house building in particular, all 
buildings I believe do, but house building i'n particular. If you live 
outside, its lovely to live outside, the weather is beautiful, it must 
express itself in your buildings. 55 
Trotter's own house, built in 1954, featured verandahs on the northern side, 
recessed to stop the westerly winds and designed so that the sun would come 
across the verandah in winter but be clear of the verandah in summer. He 
also incorporated glass at the bottom of the windows so the sun could heat 
the floor of the house in winter. Trotter says he continued to use these, and 
other, climatic design principles in all of his buildings. The Schafer House at 
Sunnybank utilized one of the first parasol roofs in Brisbane (See Case Study 
chapter) and the McNichol House incorporated operable metal louvres in all 
the doors and windows to let the breeze through the house. 
Maurice Hurst developed some very innovative and interesting systems to 
ventilate his sixties houses. He says, 
My continua/ interest in the form of the houses and the 
refinement of the glazing and ventilation systems seemed to 
dominate my design attitude. 56 
55 Interview with Steve Trotter, March 1999. 
56 Unpublished thesis by Maurice Hurst. 
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Hurst used a modular system of walling based on the Stegbar frame that 
permitted a variety of functions. The object was to limit the extent of external 
glazing and subsequent heat transfer and maximize the air flow through the 
house. The system incorporated: 
• Solid panels 
• Glazing 
• Opening louvres 
• Casements 
• Solid opening panels 
• Sliding or side-hung doors 
This system was progressively developed in Hurst's houses of the sixties 
period, culminating in the Module House (See Case Study chapter), where all 
of the exterior walls consisted of this system. Hurst also used this system in 
the interior of the Academic House where pivoting solid panels were used in 
the internal partitions along the bedroom corridor to facilitate cross-ventilation. 
It can be seen that climatic design was important to the architectural design of 
houses in the sixties and was a driving force in the work of Dalton, Trotter and 
Hurst especially. There was an emerging interest in this field during the fifties 
and sixties which was expressed in the experimental design features of many 
of the houses. These climatic design elements modified the underlying 
characteristics of the International Style and helped form a distinct regional 
body of work. 
52 
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A QUEENSLAND STYLE 
In the sixties, as in other decades, there were calls for a uniquely 
Australian or Queensland style of architecture to be developed. An 
article published in 1960, "The emergence of a tradition", postulated 
the need for a national style and suggested looking back to Australia's 
architectural past for inspiration: 
Anchor, Mortlock and Murray in Sydney and Dalton and 
Heathwood in Brisbane are bringing back to their modem 
custom built houses the poetic and soft quality of the best 
of the early Australian architecture. 57 
However, not all architects believed in looking to the past for 
inspiration. 
The ethos of the International movement was to disregard the past and 
look towards technology for a new architectural imagery. In his article 
of 1967, 'The state of Australian architecture", Robin Boyd called for an 
Australian architecture which would draw on the essence of 
modernism, and would renounce all historic allusions and irrelevant 
beautification58. He believed the Australian flavour would come, not 
from historical architecture, but from the Australian qualities of 
egalitarianism, arrogance, diffidence, pride and busybodiness. 
Freeland states that interest in Australia's architectural history was not 
common until Morton Herman's book "The early Australian architects 
and their work" was published in 1954. This was also the time when 
branches of the National Trust began forming in each state and more 
people became aware of the historical buildings of Australia. The 
Queensland branch of the National Trust was formed in 1963 and its 
objectives included the preservation and maintenance of historic 
buildings. It's first property, Walston House, was bought in 1963 and 
57 The emergence ofa tradition, "Architecture & Arts" Jan. 1960, p.27-29 
58 Boyd, R. The state of Australian architecture, "Architecture in Australia", June 1967, 
p.465. 
54 
other properties were later acquired, in order to preserve them. Other 
historical societies also formed and the conservation movement began 
in earnest to preserve Australia's heritage. 59 
The Traditional House 
Although there was an awareness of the historical architecture of 
Queensland in the sixties, it was not seen by architects as a model 
from which to develop a Queensland style. Taylor asserts that by the 
late 1940s, the Queensland timber house had become debased. 
Building restrictions after the war had reduced the house to an 
economical core stripped of its verandahs and under-floor area 
because of minimum floor areas60. Although this post-war minimalist 
house was seen as inadequate, the traditional house was also seen as 
old-fashioned and not suitable for modem living. Taylor says that it 
wasn't until the 1970s that architects turned back to Queensland's 
historical buildings as inspiration for a regional architectural expression. 
She uses Gabriel Poole's Schubert house (Figure 22) as an example of 
this. Imagery taken from the Queensland traditional house, such as hip 
and pyramidal roof forms, can be seen in the work of Rex Addison 
(Figure 23) and Russell Hall from the seventies. 
Architects of the sixties, while admiring the traditional house, did not 
adopt its roof forms or other details. John Dalton painted a series of 
verandah paintings during the fifties and sixties which celebrated the 
verandah of the Queensland timber and tin house. They were featured 
in an article titled "The verandah" in 1964. 61 But Dalton used the 
language of the International Style and none of the detailing from the 
traditional house found its way into his architecture. 
59 Freeland, J.M. (1968) "Architecture in Australia", p.311. 
60 Taylor, J. (1986) "Australian architecture since 1960" p.117. 
61 
"Architecture in Australia", March 1964, p.99. 
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Figure 22: Schubert House by Gabriel Poole, 1973. 
Source: Taylor, J. (1986) "Australian architecture since 1960" p.134. 
Figure 23: Addison House by Rex Addison, 1975. 
Source: Taylor, J. (1986) "Australian architecture since 1960" p.133. 
Dalton acknowledges that he was aware of Queensland's historical 
housing. He speaks specifically about the roof ventilators on old 
Queensland buildings and says that he amalgamated these ideas into 
the new ethos of the time. 62 Many of his houses used roof ventilators 
to extract warm air. An article in "Cross Section" in April 1967 mentions 
the "Colt" ventilator: 
The need for cross ventilation and warm air egress at roof 
level in Brisbane's hot humid climate prompted the 
62 Interview with John Dalton, April 99. 
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"section" of these two houses. The marked roof accent on 
the Southern aspect provides the housing for "Colt' 
ventilators which evacuate warm air from the major 
63 rooms ... 
The Wilson House and the Graham House were used as examples, 
shown in Figure 24. 
Figure 24: The Graham House (left) at Gower St. Taringa and the 
Wilson House at Mt. Coot-tha, by John Dalton, showing the roof 
profile to incorporate the 'Colt' ventilator. 
Source: "Cross section" No. 174 April 1967. 
However, Dalton also remembers deriding historical architecture, 
If you read the magazines (of the 60s), here I am saying, 
with Peter Heathwood, that tomorrow is going to be 
different, that old architecture is doomed to fail because 
the traditional forms are neither suited to climate, 
because there's no insulation in the roof, etc.etc. We 
were going to do it all differently, we'll have Stramit roofs, 
I had a water spray on the roof to cool it down. We were 
going to do all these lovely things. 64 
63 
"Cross section", No. 174, April 1, 1967. 
64 Interview with John Dalton, April 1999. 
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Dalton credits Peter Heathwood with showing him, an immigrant from 
England, the essence of Queensland architecture. 
When I met Peter I suddenly sensed that he had an 
almost Manly boatshed ethos, that he knew what 
Queensland was all about, whereas I came from the 
north of England. And what I thought was tacky lattice, 
he'd blow it up into this fabulous (Speare) house. 65 
Heathwood, when speaking of the Speare House, says that he was 
keen to use modern methods and yet still respect Queensland's 
heritage by using the lattice panels in a new way. He says that he was 
particularly interested in integrating his houses with the site in order to 
find a distinctly Queensland style of architecture. In doing this, 
Heathwood says he was inspired by the Australian landscape, much 
like Alvar Aalto was with the Finnish landscape. He says he wasn't 
influenced by Queensland historical buildings because he thought they 
were a derivative of Georgian English _architecture which came to 
Australia via lndia.66 He saw a Queensland style of architecture 
emerging from the local landscape rather than from local historical 
buildings. 
Although they were aware of the traditional Queensland house, Dalton 
and Heathwood didn't copy its forms directly in their work. Instead they 
took notice of the way the historical house related to the climate and 
adapted useful ideas like roof ventilation and lattice screening. These 
ideas were then amalgamated into the International architectural 
language of the sixties. 
Steve Trotter says that a small group of architects from the sixties were 
seeking a distinctly Queensland style. When asked if he was interested 
in developing a Queensland style he said, 
65 Interview with John Dalton, April 1999. 
66 Interview with Peter Heathwood, February 1999. 
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Yes, I'd say it started with Hayes and Scott- well it 
started with Robin Dods - but Hayes and Scott were 
seeking and John Dalton and I went through the course 
much at the same time. He was a next door neighbour of 
mine in the first house, actually, and I think a group of us 
were seeking new buildings that were suitable to the 
climate, using local labour who were good at doing 
carpentry work and so forth. 67 
He says that his inspiration for this regional architecture was not 
derived from the historical buildings of Queensland, although he 
admired the work of Robin Dods. He cites Dods's use of timber 
filigrees, friezes and the verandah to filter the strong sunlight as 
influential, not so much in the forms themselves, but in the way they 
modified the climate. He also mentions his ancestor, George Trotter, 
who practised as an architect from the turn of the century, as notable. 
He admired the way his buildings related to the Queensland climate.68 
Geoffery Pie asserts that the Queensland's historical architecture had 
influenced his work, mainly through his experience of being involved 
with the National Trust of Queensland. He describes his houses as 
pure Mies houses in a Queensland idiom, and speaks of his respect for 
Queensland's heritage which is expressed in his work.69 Again, it is the 
way these vernacular houses relate to the climate, rather than their 
forms, which influenced his work. 
Maurice Hurst says that in the sixties his houses were consciously not 
influenced by the Queensland traditional house, even though he was 
aware of it, 
It is my view that the rejection by me of the timber 
vernacular was directly related to the need to express 
those architectural forms that interested me at the time. 
67 Interview with Steve Trotter, March 1999. 
68 ibid 
69 Interview with Geoffery Pie, March 1999. 
59 
The early Australian houses with their wide verandahs, 
glazed casement doors was in the London Georgian 
tradition. The raised timber house held little interest even 
though I lived in one. 70 
Hurst says that his clients requested that their houses were not high-
set like the Queensland houses they were used to, and wanted their 
houses set close to the ground. 
John Railton was interested in using elements of traditional 
Queensland houses in a new way. The Wilson House (Figure 25) in 
Caloundra incorporated large double-hung windows which allowed a 
person to walk through them when open. Railton says they were 
inspired by the double-hung windows which led to the verandah in old 
Queensland houses. 71 
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Figure 25: Wilson House, Caloundra, by John Railton. 
Source: "National Trust of Queensland Journal" June 1992 p.21 . 
Most of the architects who were interviewed said they wanted to 
produce an architecture with a distinctly Queensland flavour. They did 
not, however, adopt the forms of Queensland's historical architecture to 
70 Unpublished thesis by Maurice Hurst. 
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achieve this. Being aware of the way the traditional house dealt with 
climate, they felt free to use some of these devices, such as roof 
ventilation, screening and verandahs, but did not imitate the forms of 
the traditional house, like the hip or pyramid roof and the elaborate 
verandah detailing. They adapted elements to temper the Queensland 
climate and used them in a non-derivative way, incorporating them into 
the prevailing International language of the time. 
71 Continuing the Queensland tradition, "National Trust of Queensland Journal" June 
1992, p.21. 
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THE SIXTIES ERA 
The design of the house in the sixties was influenced by various social 
factors including the way of life of the people who built and lived in the 
house. These social factors included the increased prosperity of the 
nation after World War 2, the increase in the use of credit to buy 
material possessions and the widespread use of the car. There was a 
new emphasis on the relationship between the indoors and outdoors 
and having an entertaining area easily accessible from the living area. 
New ways of using building materials also had an impact on house 
design. All of these factors affected the design of the sixties house and 
will be discussed in this chapter. 
Prosperity 
Freeland stated that, 
The general prosperity that continued without interruption 
during the fifties passed into all sections of the 
community. Every family and every individual shared in 
their country's affluence. This was largely due to another 
American practice - credit purchase. 72 
This prosperity continued into the sixties, along with a house building 
boom in all major cities.73 Low unemployment and a booming 
economy encouraged people to build better and bigger houses to 
replace ones built during the post-war building restrictions. It also 
encouraged them to buy more televisions, household appliances and 
cars. 
72 Freeland, J.M. (1968) "Architecture in Australia", p.282 
73 Taylor, J. (1986) "Australian architecture since 1960" p.19, 20. 
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The Car 
The car allowed people to live in previously undeveloped areas of 
Brisbane, not served by public transport, now accessible by car. Outer 
suburbs like Kenmore, Aspley and Sunnybank were opened up for 
house building. Increase in car ownership, with almost every family 
owning at least one, also affected house design. Before the war the 
car, being a rare and precious commodity, was usually housed in an 
enclosed, lockable garage set well away from the house. During the 
fifties and sixties, the car became more commonplace. It was usually 
accommodated in an open carport, integrated with the house and close 
to the street. Don Winsen remembers, 
I guess everybody preferred the open carports to the 
enclosed garages. I would say that was one area where 
function was considered far less important than 
appearance. Although in those days security wasn't a 
problem. It was absolutely necessary that they (the 
carport) should be an adjunct to the house. Also to make 
sure the car didn't take over too much of the garden and 
that it was as close to the street as possible. 74 
Figure 26: Fifties houses showing the carport incorporated into the house. 
Coast House (left) by Hayes & Scott, and house at Clayfield by W. 
Douglas. 
Source: RAIA (1959) "Buildings of Queensland" p.24. 
74 Interview with Don Winsen, February 1999. 
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By the sixties, it was no longer adequate to supply just one car space, 
with more families owning more vehicles, two were usually required. 
Freeland says that by the end of the fifties, the streetscape was 
dominated by the double garage door.75 
Outdoor Living 
During the sixties, the popularity of outdoor living areas for relaxing and 
entertaining friends increased. Freeland says that during the fifties and 
sixties the use of paved terraces and pergolas opening from living 
areas was widespread. The majority of architect designed houses in 
Brisbane, published during the sixties, had a terrace, courtyard or 
verandah opening from the living room. The popularity of the outdoor 
living area was influenced by Brisbane's sub-tropical climate and a 
move towards informal entertaining. 
The influence of the Japanese house, with its relationship of the interior 
to the landscape also had an impact. The article, "Japanese Houses 
for Australia?" was published in Architecture and Arts in January 1961. 
It asserted that the biggest "style tend" of the moment was Japanese 
design, and that these attributes of the Japanese house should be 
incorporated into Australian houses: the modular building pattern, the 
open plan and the indoor outdoor relationship. Freeland also 
mentioned the influence of Japanese housing and its simplicity and 
honesty of construction, materials and forms on the Australian house.76 
75 Freeland, J.M. "Architecture in Australia" p.285. 
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Figure 27: Mocatta House at Yeronga by Robin Gibson, 
showing the incorporation of a verandah, terrace and court for 
indoor/outdoor living. RAIA House of the year 1966. 
Sources: Plan-"Centre line" No. 51 Oct/Nov 1966; Photo-"Architecture & 
arts" Nov. 1966 p.19. 
The emphasis on relating the interior to the outdoors was unlike the 
previous relationship of the traditional Queensland house to its setting. 
Although the traditional house opened onto verandahs from its living 
areas and sometimes the bedrooms, it was divorced from its setting by 
being high-set on stumps. During the sixties it was desirable for the 
outdoor living space to relate both to the interior areas and the 
76 Ibid p.286. 
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surrounding landscape. This was usually done by the use of the 
concrete floor slab so the house was lowset. Maurice Hurst says, 
I well recall that during the period 1959 to 1966, most 
clients insisted on a minimum of steps. In many ways 
they were over-reacting against the traditional 
Queensland house. Many of them hated the steps that 
led up to the front door and usually down from the back 
door to the yard and the garbage cans in their traditional 
houses. In nearly every instance clients requested that 
they were close to the ground and to eliminate steps 
where possible. 77 
As a result of this, almost all of Hurst's sixties houses were lowset on a 
concrete slab. He often would cut and fill the site to create sheltered 
courtyards for family living areas. 
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Figure 28: Lowset house at Gilgandra St. lndooroopilly by Maurice Hurst 1963. 
Source: "Architecture In Australia" Dec. 1963 p.104. 
77 Unpublished thesis by Maurice Hurst. 
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Lifestyle 
The way the client wanted to live in the proposed house was an 
important factor cited by many architects. When asked what their 
guiding philosophy behind a certain house design was, several 
architects said that it was the client's lifestyle. Don Winsen said it was 
important to discover the lifestyle of the client and to design a house to 
fit that lifestyle. Robin Gibson also said he started with the lifestyle of 
the client in mind. He likened it to putting an umbrella over their lifestyle 
and said, 
... what you were technically doing was enhancing their 
lifestyle with a graphical composition in the placement of 
walls and the joy of walking into space and bursting out 
into spaces, that is what it really is all about. 78 
Maurice Hurst also says he designed each of his sixties houses to suit 
the client. Taylor said that Hurst was an "eclectic" who adapted his 
style to suit the preferences of the client.79 Hurst puts it this way, 
As with an actor who becomes the part and studies the 
character, I have always endeavoured to become the 
client - as a character. From the early meetings the 
character of the client can be felt and in the process of 
design I try to see the building through the client's eyes. 80 
Geoffery Pie also says that the ability to think from the client's point of 
view is very important and asserts that the architect must be totally 
sympathetic to the client. He says 
You must get to understand what people really want, 
listen to people - to allow a client to express how they 
feel. It's really important to bring people out because 
78 Interview with Robin Gibson, March 1999. 
79 Taylor, J . (1986) "Australian architecture Since 1960" p.118. 
80 Unpublished thesis by Maurice Hurst. 
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when they live in that house, they actually are really part 
of that house. 81 
Materials 
New ways of using existing building materials had an impact on the 
design of the sixties house. Steve Trotter recalls utilizing a rolled steel 
sheet material by Stramit, usually used for concrete formwork, as a 
roofing material. It was the only sheet metal available at the time in 30 
metre lengths, which enabled a flat roof to span greater distances. He 
used to specify it as concrete formwork turned upside-down for roof 
sheeting. 
Trotter also points out that the bulldozer and the batching of concrete 
were instrumental in the proliferation of slab-on-ground housing. He 
remembers American disposal bulldozers after the war being used by 
Theiss Brothers to excavate sites. Before this, most excavation was 
done by hand. He says that the batching of concrete, being brought 
onto the site by mixer trucks, and the use of modular formwork, led to 
the increase of slab-on-ground houses. 
Maurice Hurst comments on the slab-on-ground house, 
Nearly all these houses (of the sixties) had such a 
planned form (slab-on-ground) and I suppose in some 
ways you could say it might have been a fashionable use 
of a bulldozer. On the other hand, it appeared to me to be 
a matter of economics and I doubt that an elevated house 
would have had any advantages over this cut and fill 
operation, depending on slope and ecological 
characteristics. 82 
Peter Heathwood was more interested in integrating his houses into 
the landscape of the site and didn't often use the slab-on-ground. He 
81 Interview with Geoffery Pie, March 1999. 
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describes the contrast between his work and John Dalton's while they 
were in partnership, 
We had two different approaches. John would always 
want to bulldoze the site to make a flat platform. He 
wasn't interested in integrating in with nature, he wanted 
to put a bit of man-made geometry, beautifully done, on a 
platform. Whereas I was more interested in integrating 
into the site. 83 
Most of Dalton's houses were lowset in the late fifties and early sixties, 
but later were more often high-set. 
The modular window system, designed by Robin Boyd in the fifties for 
Stegbar, had a large influence on the fenestration of the sixties house. 
Most of the architects interviewed mentioned this system and had used 
it in their houses. Maurice Hurst based a series of houses around the 
system and incorporated different types of windows, doors, and 
opening panels into it. Steve Trotter remembers that the introduction of 
aluminium windows in the late fifties and early sixties, was a major 
revolution. John Dalton incorporated frameless sliding glass windows 
in many of his projects. These various window systems had an effect 
on the appearance of the sixties house. 
82 Unpublished thesis by Maurice Hurst. 
83 Interview with Peter Heathwood, February 1999. 
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CASE STUDY 
The houses selected for this case study exemplify the characteristics of the 
sixties house in the way they use innovative design elements in dealing with 
the Queensland climate. These features are tabulated at the end of the 
chapter. Information about the houses in this chapter consists of photographs, 
drawings and sketches from when they were designed and built and a 
statement by the architect describes his design intent for each house. The 
present condition of the houses is also recorded. 
These houses were not published in the contemporary architectural media. It 
was a conscious decision to choose unpublished houses to address the 
imbalance of contemporary published material which was heavily weighted 
towards the work of John Dalton. Another factor in their selection was to see if 
these houses supported the findings of the hypothesis in the same way as the 
published work did . 
The following case study includes work by Maurice Hurst and Steve Trotter. 
Houses chosen are the Hill House and the Module House, by Hurst and the 
Schafer House and the Mathers house by Steve Trotter. 
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Schafer House 
Symons Street 
Sunnybank 
Brisbane 
71 
Designed 1962 (demolished August 1999) 
Architect- Steve Trotter 
Schafer House was designed by Trotter while at Fulton Collin & Partners, 
before he travelled overseas on the Sisalkraft Scholarship. The house had an 
unusual parasol roof, which the architect says was one of the first of its type 
built in Brisbane. The solar house at the University of Queensland, 
incorporating a parasol roof, was built in 1965, two years after the Schafer 
house. 
The house was a simple rectangular form with a parasol roof. It consisted of 
living, dining and kitchen, which opened onto a north-facing verandah. There 
was also a family room, laundry, three bedrooms and a bathroom. (Figures 
29-31) 
The exterior walls were non-load bearing cavity brick with the roof supported 
on timber posts expressed externally. The internal walls were timber, except 
for the bathroom core, which was single-skin brickwork. 
Special characteristics of the house included the parasol roof, which was 
isolated structurally and spatially from the interior of the house. The section 
shows that it was constructed of hardwood trusses, sheeted in Kliplok, 
supported by timber posts. There was a Stramit ceiling and the openings 
between the tops of the brick external walls and the roof sheeting were sealed 
with nylon mesh. All of the living rooms and bedrooms featured a combination 
of metal louvred doors and casement windows to enhance ventilation. 
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Architect's Statement: 
With the Schafer house, I had been using Stramit board 
structurally and as insulation and I thought it would be good for a 
house ceiling with a steel parasol roof over. The house was on a 
few acres as a farm house at the time. I had also been 
experimenting with steel and timber flitch beams and decided to 
combine the two. For windows and doors, I used timber 
construction with small white aluminium louvres and fly screens. 
Present Condition of the house 
The Schafer house was demolished in August 1999 to make way for a 
townhouse development. 
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Figure 29: Perspective of Schafer House. 
Source: Dwg No.1 b 867 Fulton Trotter Moss archives. 
..,.....--- ----- -·-·- -· - ....... _ ·_#>- ~ •••• ·-· ....... - ... :.. _ ., ~-----..... _ _......... ___ , __ ...... _ •• _.....---~- ..... . ·- · ... . . _ - ·~- -
" ; 
1, • • 
.. 
' 
j " ! ! 
\ . ! ; 
' ,•· , .... . ~ 
. :/ ....... -....:: 
· ~~· ­-~-:Deli.- .1 -~·' •. 
! 
I . 
,_ 
f';· 
.;..~ : . 
.... -.. ... 
,.;,-:' . .j': 
,/ · / .: .. : 
~ ' / I -~ • .,,_, .., =·"'· .... ...e::,,::- .. --!' I 
. -.---··-I. --~=-·--°"" 
. -~ ., 
- I , · · i t • • 
--i--:--.:.-. r--
.. . ~ 
·-
.' ; .·/ ,, 
" 
' I 
c • 
. . 
·- '• -z.J~Nt<l~ -- - . 
-·· ,, . -
I . ---=--~ .. '.·.,· . 
--·-·: 
. ·- ·-· -- ... - - -
~~· . Ms;;,l!t . 
\ 
\ \· , 
.1.lt. 
Figure 30: Birdseye view and section of Schafer House. 
.. 
Source: Dwg No. 1 b 867 Fulton Trotter Moss archives. 
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Figure 31: Schafer House floor plan, elevations and section. 
Source: Dwg No. 2 867 Fulton Trotter·Moss archives. 

Mathers House 
42 Cedarleigh Road 
Kenmore 
Designed 1964 (extant) 
Architect - Steve Trotter 
77 
Trotter designed this house when working for Fulton Collin and Partners after 
he had been registered as an architect for nine years. He had returned from 
his trip overseas for the Sisalkraft Scholarship the previous year. This house 
had a similar roof form to International House, the residential college at the 
University of Queensland. 
This house consisted of two separately roofed pavilions joined by the kitchen 
wing. The larger pavilion contained the living, dining and entry hall with a 
central fireplace. (Figure 40) At the eastern side of this pavilion, the living 
room opened onto a paved terrace. The other pavilion consisted of three 
bedrooms, bathroom and laundry. There was a basement under the larger 
pavilion which contained a maid's room, workshop study, bathroom and store. 
(Figures 33-36) 
The house was constructed of face brick with a white tile roof. It was set into 
the slope of the land using the cut and fill method, with a concrete slab floor to 
the basement and timber flooring to the main floor level. 
Special characteristics of this house included the following climatic design 
elements. Living areas were oriented to the northeast, which opened onto a 
terrace. (Figure 37) A roof ventilator to the bedroom pavilion vented hot air 
from the ceiling space and both pavilions had ventilated soffits. All of the living 
areas and bedrooms had sliding glass windows or doors paired with louvred 
timber sliding panels for ventilation. (Figures 38, 39) 
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Architect's Statement: 
The Mathers House was designed with Mrs. Mathers in mind. 
She had an illness which affected her mobility. The main body of 
the house was at one level and designed to take in the views 
from the hill and provide Mrs. Mathers with security in the above 
ground (bedroom) wing. The house was two pavilions, one 
sleeping, one entertainment. The elevations were designed to 
reflect this and the sub-tropical environment. In the 
entertainment wing, I wanted to create a Queensland feel 
without the usual (verandah) posts. I did this with steel structure 
supporting the wide overhangs over the verandah. Large 
shutters were designed here for climate control and privacy from 
the street. The white tiles for the roof were specially made for 
maximum reflectance, and I designed a be/least roof line to 
lighten the feel of the hip roof (the Japanese do the same in their 
buildings). The flat under the bedroom wing was for a nurse. 
Present Condition of the house 
This house was inspected externally only and there have been many changes 
made since it was constructed. The carport has been enclosed and another 
garage in front of it. Another double garage is at the rear of the property. An L-
shaped verandah has been built on the south and east sides of the bedroom 
pavilion. (Figures 44, 45) The terrace outside the kitchen has been enclosed. 
However, original elements do remain. The timber louvred screens, windows, 
terrazzo paving and soffit boarding still exist in the living area pavilion. 
(Figures 42, 43, 46) The roof forms, roof tiles, ventilator and chimney remain. 
(Figure 41) It appears that the core of the house is intact despite being 
obscured by additions accumulated over the years. 
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Figure 32: Mathers House, perspective by architect. 
Source: Fulton Trotter Moss Architects 
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Figure 33: Mathers House upper floor plan . 
Vf,11 ::::-1 'o" . .... --- -·-··--·-- · ·-·- - ---··- --·---·--- --·----- -·· - ··- ------·-·----- Source: WD no. 01/976, Fulton Trotter Moss archives 
---·--
:a. 
\0 
\() 
N 
I 
I 
I 
'N- lNOO~ AND DOoliZ LE.CEN 0 
F c: F l'l< EO C1LA ~~ P~EL. 
L ... Louv~ ~t--t= 
S~• $L1011-1Cj LIOCO \VINOO"' 
l$,\\f,,.. loUV!C:';.o ~/..IOllJ'j \Vll-l~S 
~.D-= SLrDI~ LIO::O DOO~S 
{..t>D .· l..O.UV2e:D SLIDl~t;' .D::)O~S. 
. ... 
~-- . -oc--- . 
' "" " •·. ., .. ... · 7-4 ·~·~·= 4 _·' - ·-· ,- . ---'--· . ......,....:'-,-l:tti . .. .. . . 
. . ' . .. 
/ 
4 ;"t+HC~ ~l.A . O'/f!.~ 
/ 
~;Tilt~· .... r ·. 
. . f:)( CAV t.TE 't'O 
··-. 12..L. 2.0·~. : 
Q 
8 
~ 
.:r:: {J 
fij 
..J 
,~ow. 'f .. ,, · · --. 
/ 5111'14-,& ca'~ O~Ell --------~============== 
~t~~~~~WN 
QOTTe'~ 
. . . 
__ . -1-.· 
-4-J~~l--'."t:- ·-- - - . - -,1;:1:1 
~-.ii ~Stl.8 
--it.n..I O'-Ji;:'.~ 
6' 111M1~St.d CHU. 
QDl.L'f !.NI> UOSE taP . . 
. .OeSCl<lPrlON ot SITE. 
--- -·----------..,,,~---:-:---~--·-------..... 
Figure 34: Mathers House lower floor plan & site plan. 
Source: WO No.01/976 Fulton Trott~r Moss archives. 
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Figure 35: Mathers House east & west elevations. 
Source: WO No.01/976 Fulton Trotter Moss archives. 
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Figure 36: Mathers House north & south elevations & sections. 
Source: WO No.01/976 Fulton Trotter Moss archives. 
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Figure 37: Mathers House terrace plan. 
Source: WO No.15/976 Fulton Trotter Moss archives. 
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Figure 38: Mathers House detail of living room door. 
Source: WD No.11 /976 Fulton Trotter Moss archives. 
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Figure 39: Mathers House detail of living room louvred timber screen. 
Source: WD No.11 /976 Fulton Trotter Moss archives. 
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Figure 40: Mathers House fireplace detail. 
Source: WD No.6/976 Fulton Trotter Moss archives. 
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Figure 41: Mathers House - North elevation of Living pavilion 
showing entry and garage. 
(August1999) 
Figure 42: Mathers House - north-east corner of Living pavilion. 
(August 1999) 
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Figure 43: Mathers House - East wall of Living pavilion. 
(August 1999) 
Figure 44: Mathers House - east elevation of bedroom pavilion. 
(August 1999) 
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Figure 45: Mathers House - verandah to south elevation of bedroom pavilion. 
(August 1999) 
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Figure 46: Mathers House - louvred timber screen to living pavilion. 
(August 1999) 
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Roe House (Hill House) 
Gold Creek Road 
Brookfield 
Brisbane 
93 
Designed 1963 (present condition unknown) 
Architect - Maurice Hurst 
Hurst immigrated to Australia in the fifties and commenced practice with Lund 
Hutton Newell Black & Paulsen in 1958. He left the practice in 1966 to pursue 
work overseas. The majority of his work with the practice consisted of house 
design. 
Hurst wanted Roe house to relate closely to its heavily timbered site. He 
painted watercolours of the proposed house in its setting (Figures 47, 48), and 
matched the colours of the bark of the trees to the colour of the bricks in the 
house. 
This house consisted of living areas and carport at one end, with the 
bedrooms, dormitory, study and bathrooms at the other. (Figures 49-51) It 
was constructed of face brick with a concrete slab and an aluminium roof. The 
house opened to the view from the living areas and onto courtyard space at 
the rear. It was situated on a difficult to access site in a heavily wooded area. 
Figures 52 to 55 show photographs of the house after construction. 
Architect's Statement: 
I selected timber and rock samples from the site and decided to 
design a house that would appear to be part of the countryside. I 
also decided to keep the scale low and to follow a contour line, 
which suggested a somewhat long slim house in what was then 
called 'natural materials'. 
It can be seen from the early sketches that extensive use was 
made of the Stegbar window system. I decided to obtain a 
variety of different views. The major aspect was down into a 
valley and out over rolling country to a view of adjacent small 
farms with the hills in the distance. 
By siting the house into a cut in the side of the hill, I deliberately 
contrasted this major aspect with somewhat tight courtyard 
planning at the back of the house. I then echoed the spaces 
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between the many trees by the close proximity of the mullions 
and window frames - in other words, the glazing too was tall 
and slim. 
Where brickwork occurred it was formed into "U" or "L" shapes, 
particularly in the living room area, thus creating enclosed 
spaces in contrast to the exposed aspects of the building. 
During one of my visits to the house, sometime after completion, 
the wife said that she was delighted with the building because it 
gave her the feeling of protection as though she was "living in a 
cave but able to look out". It is interesting that this in fact 
articulated thoughts that had been in my own mind during the 
design process. 
When I first presented my early sketches to the clients (Figures 
47, 48) and showed them how I would match the colour of the 
surrounding country with materials in the house they were 
pleased. They changed the plan little during the building 
process. The wife was keen on the house being rugged both 
inside and out as the concept of using some forty doors and two 
windows appealed to them. 
The interior brickwork was all unpainted. There was no paint 
used in the house whatsoever. The floor was uncovered 
concrete that eventually obtained a patina from cracking, dust, 
dirt and wear. The ceiling was Canite, unpainted, and the walls 
were able to take the incessant buffeting of people and animals 
that used it freely. The horses used the garage more than the 
cars. 
The house expressed the personality of the owners and 
reflected their very singular lifestyle and somewhat pre-dated 
the counter culture of a decade later. 
Present Condition of house: 
At the time of writing, this house was not located. The only address given on 
the drawings was Gold Creek Road, Brookfield. This road consists of over 
600 acreage lots with most of the houses hidden from the road by vegetation. 
The house could not be seen from the road and the local people did not know 
its location. Telephone books and electoral rolls from the sixties were 
searched to obtain a street number for the house, but only the road name was 
listed without a number. Maurice Hurst could not recall the house number and 
the documentation for the house is not in Fryer Library with the drawings. At 
this point, the present condition of the house is unknown. 
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Figure 47: Watercolour of Roe House, south elevation, by Maurice Hurst. 
Source: Maurice Hurst Architects. 
Figure 48: Watercolour of Roe House, end elevations, by Maurice Hurst. 
Source: Maurice Hurst Architects. 
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Figure 52: Roe House c. 1964, south west end elevation. 
Source: Maurice Hurst Architects. 
Figure 53: Roe House c. 1964, north east end elevation. 
Source: Maurice Hurst Architects. 
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Figure 54: Roe House c. 1964, south east elevation. 
Source: Maurice Hurst Architects. 
Figure 55: Roe House c. 1964, south east corner. 
Source: Maurice Hurst Architects. 
Frost House (Module House) 
25 Larool Street 
Kenmore 
Designed 1965 (extant) 
Architect- Maurice Hurst 
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Frost house was designed towards the end of Hurst's time with Lund Hutton 
Newell Black & Paulsen. The house embodied the system for house design 
that Hurst had established by that time in his career. The exposed stud 
framework on the exterior was said by Hurst to be a reinterpretation of the 
exposed studs on the traditional Queensland house. 
This house was a simple rectangular plan with a large living area filling one 
end opening onto terraces, with a dormitory filling the other end of the house. 
The kitchen, family room, bathroom, bedroom and study separated these two 
areas. The floor plan was not altered from the schematic drawings (Figures 
56, 57) to the working drawings (Figures 58-60). 
Special characteristics of the house included the orientation of the house and 
the position of windows and doors allowing good cross-ventilation. The 
modular window/wall system was fully realized in this design and made up the 
whole perimeter of the house excluding the brick piers at each end. The 
window and door schedule (Figure 61) shows the detailed design of these 
elements. The current owners say the suspended concrete slab was one of 
the first used in a house at the time, and architecture students would visit the 
house during the seventies to inspect it . The internal entry stair was also an 
unusual feature when the house was built in the sixties. Figures 62 to 65 show 
the house just after construction before the landscaping was complete. 
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The architect's statement: 
After inspecting the site, I decided to plan the house so that the 
carport was under the house and the upper floor would meet the 
ground at the living room end. 
By this time in my career I had established a system for 
residential design that consisted of: 
• elementary 'in-line' plans 
• a system of walling based on the Stegbar frame that 
pennitted a variety of functions; i.e. solid panels, glazing, 
opening louvres, casements, solid opening panels, sliding or 
side-hung doors. 
• Concrete slab-on-ground - brick or concrete block walls 
• Metal or other light-weight roof and insulation 
The drawings show the development of the Stegbar system and 
the solid panels of Crezon treated plywood adjacent to opening 
casements or fixed glass panels that I used in this house. 
Crezon was a new material and lasted well. 
The plan consists of a donnitory room for three girls and a living 
room that continued across the width of the house with ground 
floor terraces on wither side. 
The house was essentially a wooden box with a brick spine. In 
my view elementary and functional, built on a budget for a most 
demanding client. 
Present Condition of the house 
The house has been inhabited by the current owners for the past 28 years. 
They are extremely happy with the house and were very pleased to talk about 
it and to have it inspected. The house is in original condition with very few 
changes having been made. It contains the original floor coverings, bathroom 
fittings and cupboard, and built-in furniture including wardrobes and dressing 
tables, and bookcases in the living room. The kitchen fitout has been 
renewed, keeping the same layout as on the working drawings. Externally, the 
original Crezon-finished plywood walls have been painted and two pergolas 
added to the front and rear terraces. (Figures 67, 68) All of the original 
windows and doors are intact and the chain "downpipes" are there. (Figure 
69) The house has been lovingly cared for and the owners said they have 
tried to respect the original intent of the architect in any changes they have 
made. 
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Figure 59: Frost House - elevations. 
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Figure 60: Frost House - sections. 
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1,0&1 Figure 61: Frost House - external window & door schedule. 
..1 Source: Dwg No. 2610-WD2 
Lund Hutton Newell file, Fryer Library. 
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Figure 62: Frost House c. 1965, north east elevation. 
Source: Maurice Hurst Architects. 
Figure 63: Frost House c. 1965, south west elevation. 
Source: Maurice Hurst Architects. 
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Figure 64: Frost House c. 1965, western corner. 
Source: Maurice Hurst Architects. 
Figure 65: Frost House c. 1965, north west corner. 
Source: Maurice Hurst Architects. 
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Figure 66: Frost House - north east elevation (August 1999) 
Figure 67: Frost House - south west elevation (August 1999) 
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Figure 68: Frost House - north east elevation (August 1999) 
Figure 69: Frost House -western corner (August 1999) 
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Figure 70: Frost House - north east corner (August 1999) 
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Climatic design features 
Each house in the case study included innovative ways of dealing with the 
climate. These are examined below in tabular form, using characteristics 
taken from the Climate chapter, which were featured in the contemporary 
published work. 
Climatic Design Features Mather's Schafer Hill Module House House House House 
Orientation Nth-east North North North 
In-line plan * * * 
Courtyard plan * 
Indoor/outdoor livina * * * * 
Carport * * * * 
Roof ventilation * * * 
Cross-ventilation * * * * 
Shadinq of walls & windows * * * * 
Ventilated walls * * * * 
Screeninq * * 
Verandah/Terrace * * * * 
Modular window system * * * * 
Special features Parasol Colours Modular 
roof taken walling 
from site svstem 
The table shows that not only the work that was published during the sixties 
exhibited climatic design features. The case study houses, although not 
publicized at the time, also incorporated these elements into the design. 
Conclusion 
The houses examined in this case study use innovative methods of dealing 
with the Queensland climate that were not widely publicized at the time. 
Elements of climatic design, including the ventilated roof, correct orientation 
and ventilated window/ walls, were being used in work that was not covered in 
contemporary journals. The houses in this case study, in addition to those 
published at the time, support the hypothesis. 
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THE LEGACY 
The houses of the sixties form an innovative, important body of work. They 
embody characteristics of the International style, influenced by regional 
factors, giving a new interpretation of the Queensland house. These houses 
form part of a continuum, in the search for a regional architectural expression, 
which has continued from Colonial times up to the present. 
This decade was the end of an era, containing the dying influence of the 
Modern movement. De Gruchy wrote of the decades following the sixties, 
Styles inevitably change. In the nineteen seventies and early 
nineteen eighties a reaction to the simple geometry of the 
International Modem style began to stimulate new directions in 
house design. 84 
De Gruchy goes on to say that the Late-Modern style began during the 
seventies and incorporated more expressive and sculptural forms. Taylor says 
that the Queensland architect consciously turned back to traditional styles of 
the past for inspiration during the seventies.85 The Modern movement, by 
contrast, saw little value in the architecture of the past. The architecture of the 
sixties was the last major expression of the International style. 
Literary Evidence 
The legacy of the sixties house remains in published work and in the fabric of 
the houses themselves. Contemporary published work was heavily biased 
towards the work of John Dalton, which provides an unbalanced view of the 
body of work. The literature concentrates mainly on Dalton's houses, with 
isolated examples of the work of other architects. The case study shows that 
other contemporary architects were creating work that was as exciting as 
Dalton's and just as worthy of publication. The archives containing the work of 
Trotter and Hurst alone would yield other examples of innovative sixties 
84 De Gruchy, G. (1988) "Architecture in Brisbane", p.32. 
85 Taylor, J. (1986) "Australian architecture since 1960", p.131. 
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houses. The work of John Railton, among others, also deserves to be 
explored. 
Physical Evidence 
Part of the legacy of this period lies in the remaining physical evidence of the 
houses themselves. The publications of the sixties provide a starting point to 
locate houses to see if they exist in an intact form. A search of the archives in 
relevant architect's offices would gain a wider sample of documented work 
than just the published examples. The architects themselves have named 
their more important houses of the sixties in the interviews. This information 
would provide a starting point for a field study to locate houses which exist 
today. This study could only cover the present condition of the four houses in 
the case study. A wider search was beyond the scope of this work, but would 
be a fruitful subject for further study. 
Out of the four houses in the case study, only two, Hurst's Frost House and 
Trotter's Mathers House, were located and inspected. The Schafer House by 
Trotter had been demolished only a few weeks before the proposed 
inspection, to make way for a townhouse development. The Roe House by 
Hurst was unable to be located in the time available, as the only address 
given on the drawings was Gold Creek Road, Brookfield. 
It is important to locate intact examples of sixties houses whose owners are 
interested in preserving them. These houses are easily lost to demolition or 
their integrity diminished by unsympathetic changes. 
Two Dalton and Heathwood houses from the fifties were listed on the 
Queensland heritage register as important parts of Queensland's cultural 
heritage. One of these houses, the Speare House by Peter Heathwood, has 
recently been removed from the Heritage Register. This occurred because the 
house had been unsympathetically renovated. The alterations included the 
relocation of the bathroom, removal of some of the lattice screens, recladding 
the external fibro and other changes to the fabric of the house. These 
changes resulted in the loss of qualities that made the hou~e significant. 
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Ways to preserve the legacy 
There are several ways that the houses from the sixties can be preserved for 
future generations to appreciate. The key to preservation is first to identify 
which of these houses are significant. This would require further research 
leading on from what has been done in this study. A starting point would be to 
identify important houses from published sources. The next step would 
involve further research into architect's archives, in conjunction with the 
architects themselves, to identify the houses that were not published. Field 
studies would be carried out to identify which of these houses still existed. 
Intact houses with interested owners could then be located. The Module 
House is an excellent example of an intact sixties house. 
Leading from this work, several directions could be taken. An exhibition could 
be produced from the drawings and photographs collected to publicize the 
work of the sixties. This would have the advantage of celebrating the work of 
the architects towards the end of their careers. It would also reveal the value 
of the houses exhibited to a wider audience and show that heritage does not 
only involve nineteenth century buildings. 
A valuable record would be built up for future scholars which could be 
deposited into a recognized library. Alternatively, it could provide the starting 
point for a new collection of 20th century design in the approaching 21st 
century. This would also provide a permanent record of houses that may be 
lost through demolition or unsympathetic alterations. 
After the documentation process is complete, and identification of houses 
which are still largely intact has taken place, suitable controls should be 
implemented. Some of these houses may be listed on the Queensland 
Heritage Register. An information brochure could be produced, similar to 
those produced by the National Trust on 19th century and inter-war houses. 
This would inform owners about how to sensitively adapt their sixties houses. 
Traditional Queensland houses from the inter-war period are being protected 
from demolition by the Brisbane City Council. Areas of these houses are listed 
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as character areas with controls on their removal and demolition. The people 
of Brisbane have recognized that these traditional timber and tin houses form 
an important part of the city's character and heritage. When the houses of the 
sixties were built, they were concentrated in certain newly developing areas 
such as Kenmore, Brookfield, Aspley and others. Parts of these areas should 
be nominated to the Brisbane City Council as character areas. In the future, 
these concentrations of post-war houses will be recognized as just as 
significant as the timber and tin areas are now. 
There is a need to carry out this research and identification for a wider period 
than just the 1960s. There are many important houses from the fifties yet to 
be identified and preserved. There are iconic houses from the thirties and 
forties by Karl Langer and Professors Cummings and Lucas that are 
significant and require protection. This study has concentrated on houses; 
there are many other building types that need similar research and 
identification. This is just the beginning of an appreciation of Queensland's 
20th century heritage. 
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CONCLUSION 
The sixties house was shaped and influenced by a number of factors. 
The background and training of the architects who designed these 
houses left its mark. The architectural practices of the fifties, and the 
training received there, left a legacy that carried the principles of these 
practices into the sixties. Architectural practices like Hayes and Scott 
and Theo Thynne and Associates were melting pots for new 
architectural ideas which influenced the architects-in-training who were 
to make their mark on the next decade. Many of the regional 
characteristics of the sixties house were formulated and developed 
during the fifties. 
The sixties house embodied the final influence of the International style 
on the architectural scene. The Modern movement was the prevailing 
architectural ethos, from early this century and during the sixties, and 
had a large influence on the architects while they were students. The 
sixties house is an embodiment of these principles, both in the 
architectural language used, and in the underlying ethos to provide a 
brighter future for humanity. 
The International architectural language was modified by regional 
factors, the most important being climate. There was an emerging 
interest in the field of climatic design during the sixties which was 
expressed in experimental design features of many of the houses. 
These innovative features include vented and layered roof systems, 
operable walls, innovative window and wall ventilation and the 
incorporation of indoor/ outdoor living areas using terraces and 
verandahs. The houses themselves reveal that climatic factors were a 
major determinant of the design. The case study shows that it was not 
only John Dalton, widely published at the time, who was concerned 
about design for climate. The houses by Hurst and Trotter reveal that 
other architects were also experimenting with innovative ideas in 
relation to climatic control. Climatic design elements modified the 
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underlying characteristics of the International style and helped form a 
distinct regional body of work. 
The search for an architecture with an identifiable Queensland flavour 
was common to many architects who were interviewed. They did not, 
however, adopt the forms of traditional Queensland houses to achieve 
this. Being aware of the way the Queensland house dealt with climate, 
they felt free to use some of these devices, such as roof ventilation, 
screening and verandahs. They did not, however, imitate the forms of 
the traditional house, like the hip or pyramid roof and the elaborate 
verandah detailing. Instead, they adapted elements to temper the 
Queensland climate and used them in a non-derivative way, 
incorporating them into the prevailing International style language of 
the time. 
Lifestyle factors also had an influence on the sixties house. Factors 
such as the general prosperity of the population, the popularity of 
indoor/ outdoor living, and the increase in car ownership all helped 
shape the design of the house. New methods of using existing building 
materials and technology, like the use of the concrete slab-on-ground 
and the modular window system, had their effect. 
Geographical and social factors shaped the underlying International 
style of the sixties house. These houses exist as a legacy of this period 
in the architectural development of the Queensland house. Being in 
private ownership and exposed to the changing requirements of the 
resident family, they are fragile and transient in nature. It would be wise 
to identify and preserve significant examples of the sixties house for 
future generations. 
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APPENDIX 1 
Sample interview letter 
Sample interview questions 
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--- Blackwood Street 
Mitchelton Qld 4053 
7 February 1999 
--- Glenn Road 
Toowong Qld 
Dear Dr. de Gruchy 
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Thank you for agreeing to meet with me on Thursday 11 February at 10 am. 
am writing to give you some more information about myself and my thesis 
topic. I am currently in my sixth and final year of the Bachelor of Architecture 
at QUT. My thesis topic is "Innovative Architecture for Living: Brisbane's 
domestic architecture of the 1960s. My research so far has consisted of 
examining books, and journals and magazines from the 1960s and the next 
stage is to informally interview architects who were practising during the 60s. 
The main line of enquiry I wish to pursue is to discover the major influences 
on architects of the 60s period. These influences may have included the work 
of other architects, both local and overseas, architectural journals, factors 
such as climatic issues, or maybe none of these. As a Lecturer and Reader in 
Architecture at the University of Queensland during this time you would have 
some unique insights in this area. I am also interested in the research you 
have carried out for your book, "Architecture in Brisbane". 
If you need to contact me for any reason, these are my phone numbers, 3358 
-- (w) and 3355 ----- (h). I appreciate you giving your time for this interview 
and am looking forward to speaking with you on Thursday. 
Yours sincerely 
Peta Dennis 
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ARCHITECTURAL EDUCATION 
Where did you receive your architectural education? 
Training: 
Where did you obtain professional training? 
-offices? 
Who was influential to you during this period? 
Why? 
Their philosophies? 
INFLUENCES 
Explain what influenced your work during the 60s. 
climate, Australian architects, overseas architects?? 
Factors such as: 
New materials 
The Stegbar modular window system 
Climatic design 
New lifestyles - outdoor living 
The economic climate 
The car 
Can you explain what factors influenced the design of this particular house. 
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APPENDIX 2 
Transcripts of interviews 
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Excerpts from Interview with Graham Bligh 
on the 24 March 1999 
I'd like to ask you about your Architectural Education, where you 
studied, who you trained with ... 
I studied at the University of Queensland and that was when they were 
at the Q.U.T .. So the first three years were done at Q.U.T. and the last 
three years at the University of Queensland under Bob Cummings and 
Bruce Lucas, and people like John Hitch, Stan Marquis-Kyle, Athol 
Bretnall. I worked in those last three years for Conrad & Gargett ... 
and then worked for the next couple of years with Maxwell Fry and 
Jane Drew in London. 
Really, they wrote the book on Climatic Design? 
Yes, it was great experience, it was worth six years at University. 
Would that have been late Fifties, early Sixties? 
Yes, it was 1959 and 1960. 
And was that climatic design thing that they wrote about, they put the 
book out, the book was out in the Fifties? 
Yes. 
Was that cutting edge stuff back then? 
Yes, it was, it was. It was reading that book that was one of the prime 
reasons I thought I'd like to work with them. As it turns out you don't 
actually work on things like that. I wrote him a letter, got a ship over, it 
took six weeks by ship - it was our honeymoon at the same time - and 
arrived there in great trepidation wondering who this guy was. So I 
went up there, up five floors of a terrace house to his office and he 
bounds out from behind the desk and said, "Hello Graham, welcome to 
England", and I was pretty impressed by that. His office was worked in 
a series of studios because of the terrace house. There were different 
rooms with groups of about nine architects there in a couple of terrace 
houses. The thing about that place was you felt as if you were at the 
centre of the world - London - there was so much going on and there 
were people from America working there, New Zealand, Switzerland 
who became friends. We still correspond with each other now. There 
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was a mad Austrian who used to do his horizontal dimensions in feet 
and inches and his vertical dimensions in metric. There were some 
interesting people, who are known now, who were in the office at the 
time, so that gave a sort of melting pot of talk and awareness of the 
city. That was when I grew in understanding classical music, because 
it was all around, and there was political debate, and I toured the 
Continent with Sylvia on a motor bike. I still think in an architectural 
course the first six years you spend is the beginning of when education 
starts - you learn enough to learn. It was 1994 I got my Masters 
Degree and it was beaut doing the Masters Degree after all those 
years. 
Also, I worked for a guy called Peter Bond, he was my principal at Max 
Fry's office, he shoved my nose into detail. I guess a lot of people who 
have worked for him have a consciousness of detail. I remember, I 
was detailing a wall that was under a lake, because the building came 
up to a lake, a section through the wall that was entirely buried. He 
criticized some aspect and I said, "Peter, no-one will ever get to see it, 
it's under water" and he said, "I don't care if it's fifty feet underground, 
it's still got to synthesize." And I've always remembered that. 
There was an architect at the time, John Railton. John, I thought, was a 
very good architect, and he only stayed here a few years, I think he 
ended up a Professor at Columbia or something. He did some very 
good work, and I talked to John and saw some of the houses he did. I 
guess he was a year ahead of me, or practicing maybe. Anyway, I saw 
one of his houses and it had Caneite ceilings and I thought it was just 
cool, so I had Caneite ceilings here. They were absolutely hopeless 
because they sort of looped with the humidity, they sagged and they 
were dreadful. 
Did you replace them? 
They are behind this ceiling, (talking about the Bligh house designed in 
1969) and the windows were all western red cedar, they still are, but 
they weren't painted, they've only been painted 10 years I suppose. 
There was no paint, the house wasn't painted, I only painted that last 
year, so that was 30 years without, but it started to rot. 
Yes, it said in the article there was no paint, and the weatherboards 
were impregnated with something - copper chromate? 
Yes, copper chromate, I think it was the first house done using that 
treatment on timber, and that special nailing system. 
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So that the nails weren't exposed? 
Yes, cadmium plated nails that weren't driven in past the surface, so 
that the head of the nail had to be flush with the timber. Anyway it 
worked, it was only because of all the trees around and all the shade, 
that the walls started to deteriorate. I don't know if I would build a 
house like this again, the walls are full of ants and we just live with it. 
The neighbours are full of ants and they just live with it, it's all the trees 
and the creepers. 
The (Bligh) house has worked well for 30 years? 
Yes, the kids love it, there's something about it. You have to live with 
it, because it's so open, we've had to have an understanding about 
noise, so all our family like quiet, and we're all campers. The noise, 
because this house was so noisy, well we carpeted upstairs eventually, 
the dormitory - which I've brought back to a dormitory state - it was all a 
crows ash floor. But the noise going through to our bedroom, because 
it doesn't have any windows or any doors, it's got one big door where 
we can close it and get some privacy, but it's an imitation bit of wall. I 
think if I was doing a house like this again I'd do it largely like this. I'd 
do a parents' room that was separate. I'd still keep a shared bathroom 
and w.c., I think it's a very important part of family bonding. It was the 
same with the Benson House, they had an en suite built on later when 
it was only their house, and visitors have the other bathroom. 
And that was the time of the Courts of Law, which was an entirely 
different building - the District Courts Building in the City. So the 
1960's talks to me, certainly of those houses when I was getting going, 
then the Courts of Law was the first big building that I had responsibility 
for. That's on the comer of George and Ann Streets and that was 
highly detailed, an important part was the English things coming into 
that, very much so. Then I moved on, in design terms, to the Supreme 
Court Building which is only more so in fact. When they were about to 
do the Domestic Terminal they were looking around at different 
architects and buildings and they looked at that building, and it was the 
detail on that building that caused them to contact us about doing the 
Domestic Terminal. So that's a little chain route back to I think my time 
with Fry and Drew. 
So in your time with Fry and Drew, did the climatic thing come in at all 
with your work there? 
Oh, no, no. I think at that time the architects weren't as influenced by 
different things going on as they are now. I mean there are still people 
like Troppo and Glen Murcutt and Harry Seidler still doing the same 
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thing and very well. I think he was a bit of influence on me, I liked 
Harry's work. I think what I liked in his work was the cool collective 
discipline, the clarity of the idea. Syd Ancher was the same thing, with 
an entirely different sort of architecture, but no other architects come to 
mind. 
Not Corbusier or Mies? 
Not Mies or Corbusier, it was just of interest really. I think the big thing 
about those people was the clarity of the idea, it transcends all climates 
and cultures. 
And then you can adapt it to your own ..... 
Yes, and I think the clarity of the idea can then withstand the ravages 
of time and alterations by other people, as long as that single idea has 
got that strength there. 
So you went out with Bligh Jessup Bretnall - the Bligh, was that you? 
No, my Father, he started the practice in 1926 and he retired at 70 
years of age. He was a charming, domineering man-about-town - it 
was his practice and he was sort of the main figure and people knew of 
him, and I think businessmen of that time were on about the single 
identity. We are quite opposite to that and I think that's our strength in 
this time and age, because I'm not like that specifically, and we now 
have over 200 people in four States, we've got 12 partners, so there is 
a different culture in the practice than there was back there. 
The Sixties was a pretty hang-easy time for architects, I think. There 
wasn't a great deal of pressure on us, there wasn't a great deal of 
tension - you'd work long hours but you knew jobs would come in. 
1963 was a bad time financially, we had a credit squeeze then, that's 
when we did the Amoco Service Stations and I think they were very 
successful. Again it was a client who knew what they wanted. We 
found out that service stations started to go for the big canopies and I 
complained about that to the Amoco people and he said, 'Well, 
Graham it's better to be copied than to be ignored" and that is one of 
those things that has stood the test of time. 
So, the Sixties, you remember that as being a time when there wasn't 
any lack of work, there wasn't great unemployment, it was relatively 
prosperous ... 
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I think so, it wasn't highly prosperous, and there was that bad financial 
period, but it only lasted a small while. We were doing work at Gatton 
College at that period and that was 'bread and butter' in many ways 
and Amoco was our 'bread and butter', so those things kept us going. 
Of course we were only thinking in terms of 'local' because we were 
very much a local practice. 
Focussing on the housing - can you tell me if factors like new materials, 
that sort of thing, affected the design of the houses? New materials, 
modular windows .... 
Oh yes, I think so - things like the Stegbar windows, all these windows 
were Stegbar. The copper chromate impregnation, I first did that on 
the O'Neil house on big heavy bits of timber, then I brought it into the 
whole house here. 
Were louvres new, louvres a new thing? 
No, they weren't new, they had connotations of being cheap because in 
the previous periods people put them around their verandahs and 
around toilets. I think they were a great form of window. 
The Sixties were louvres were on a larger scale than the old ones they 
used to enclose the verandahs with. 
Yes, I used 9" blades largely, but above I've used the 4" blades, but 
that's part of the work of what I did when the house was done up. 
Pulled those louvres out up there, and put in cupboards to serve the 
little rooms behind. And then coming back here I pulled the cupboards 
out and went back to putting the louvres in as they were. 
The roof was Hardies Supersix asbestos cement, being the cheapest 
roof that I could do, and it leaked like a sieve. One of the first things I 
did on coming back was rip it all off and put back tin and I haven't had 
a leak since. 
When you designed this house, the climatic design factors - did you 
consciously think of these? 
Yes, it was all about cross ventilation - in summer we just keep all this 
open and this is about nine months of the year that it would stay open. 
Although in very heavy rain I close it up and put the heater on 
downstairs - that is to dry the air going through because the house is a 
bit prone to mould - just keep that soft bit of heat coming through and it 
works. And I've worked the eaves so that they give protection during 
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summer but there's a little glimpse of sun comes into the house during 
winter, and that works pretty well. 
Did you use sun charts for that, or your own experience? 
My own experience and a rule of thumb I picked up that Harry Seidler 
worked out - it's his eaves. I think it's a certain width for a certain 
height. 
The sun charts put out by the CS/RO - how to calculate sun angles and 
everything - I was wondering, did you use that sort of thing? 
Yes, yes we did, in certain cases. Now of course, it's all on computer. 
And the car during the Sixties - what sort of effect did housing the car 
have on the design of houses that you did. 
Well, we'd do two garages as part of the house, I don't think I did any 
with one garage. We didn't put garage doors on. 
Because security- wasn't an issue? 
It wasn't an issue, it's a bit issue now, but when we first built this house 
we'd go out without even bothering to lock up. Our neighbours, like us, 
have a dog each and that's why we have the fence around the place 
and I think we're probably still much of the same mind. I mean, we lock 
the doors but anyone could break into this house. 
When you designed this house (Bligh house) what was your central 
idea? You were talking about that single idea and carrying it through 
Well, I was designing something for a sloping site and I was designing 
something for open plan living, and I was designing something to 
address the northern aspect. When we built this house there weren't all 
those trees out there and there was the creek. But anyway everything 
faces North, even the rooms back there and as you walk along the 
verandah there you can't see the sky but you are aware of the North. 
So we turned out our back to the street, such as it was, and had a 
pretty open house facing North. I think the house has got a clarity to it, 
it's got the living area and the bedroom area upstairs and I built in 
downstairs. I did it myself because Architects don't have any money. 
It's been useful for the kids and the laundry. I think the house has a 
clarity to it. 
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Were you influenced by John Dalton's work at all? 
No, I don't think so, I mean John did some very good work, very good 
work and I always had respect for his work, his housing especially. I'm 
a bit of a kleptomaniac so I suppose there would have been bits of 
everything come through. They were the two I used to like, and John 
Railton's work but he only did a few things here. 
John Railton's work was just a bit more different, I remember the house 
where the windows just went up to the second storey, they went 
straight through - it was on the beach. And the windows were like 
huge, and they went up. 
His work was a bit softer and a bit more adventurous. I think the effect 
of Eddie Hayes and Cam Scott - beacons, I think, Australia-wide at the 
time - has been very important to a lot of Queensland architects. I 
guess they were important to me too because they were sort of 'up 
there', Hayes and Scott. 
What about Theo Thynne? 
Yes, yes Theo Thynne, it was not so much what he did himself but how 
he spotted good young architects and let them do what they could, I 
had a lot of respect for him. And John Hitch, of the people at the 
University John Hitch was probably the cleverest of the lot of them, I 
think he was very good. 
I'd like to talk to you about another house I've got here - the O'Neill 
House - it featured in this ad too. How did that come about - did they 
approach you asking if they could use this house to advertise the 
material? 
I don't think so, I mean a number of our buildings get used for 
advertising things. 
And that picture, to me, looks like there is a Japanese influence. 
Yes, it does and people have said that, but there wasn't in fact - no. 
Subconsciously I am very sympathetic to Japanese Architecture - in a 
past life I might have been Japanese! 
And in the Sixties Journals there were quite a few articles about 
Japanese housing and how appropriate it was for the Queensland 
climate and things like that. 
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Well I think the common things are verandahs, lightweight construction 
and once you put those two things together and elevated off the 
ground, you start to get a lot of similarities anyway. People have said 
that to me about this, but I just let it go - if people say that, well, that's 
fine. 
It wasn't a conscious thing. 
No, it's just pure Graham Bligh. 
And what was the driving factor behind that one? 
Well, the Clients let me go - I did the sketch for them and they said, 
'We love it, it's over to you" and they went back to Richmond and said 
to call them when it was finished, which is a bit awe-inspiring. I was a 
bit intimidated by that. 
And the site? 
The site, the same sort of thing as this place, the same sort of thing. 
They were all pretty simple in those days (houses) - small, people 
looked for small - much bigger bedrooms these days. 
A lot of the journals of the sixties seemed to have been searching for a 
uniquely Australian or uniquely Queensland style of architecture, was 
that every a factor in your work? 
I don't think so, I think it comes through naturally. Having lived in 
Sydney for a while and seen housing there, this sort of housing 
definitely doesn't suit Sydney. When you come back here from Sydney 
you find there's more attention given to eaves, so that generally 
architecture here is different to what it is in New South Wales and that 
comes from the climatic things. We just wanted to be comfortable I 
think! So if you put in sliding windows and instead of just one window 
that goes across the fixed glass, you increase it, and get double the 
ventilation. 
The Queensland vernacular, did that have any influence? 
No, I think in those days we weren't aware of historical values, it was 
more academic. There wasn't such a thing as heritage specialists in 
those days, there weren't landscape architects, there weren't interior 
designers or project managers - all of which have happened since 
then, generally to the better. 
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One final question, Gabriel Poole mentioned camping was a great thing 
in learning how the climate worked in Queensland, and you mentioned 
camping before as well. Do you think that that had an influence on 
your architecture. 
Undoubtedly, I can't do it too literally but it's interesting that it's 
transferred on to all our four offspring and the way they live will be 
similarly influenced. I guess that's a climatic thing in itself. Gabriel 
uses the big tent. In my wilder moments, I think it would be nice to live 
in a tent. 
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Excerpts from Interview with John Dalton 
on the 22 April 1999 
If you'd like to tell me a bit about the Offices you worked in - Hayes & 
Scott and Theo Thynne, and how it affected your later work? 
The influences were a bit tangential, right? I worked for Cook & 
Kerrison, but first of all Brisbane City Council which was Frank G 
Costello. They were very helpful years you know, the Architects 
involved there were people like Charles Hamilton who went on to be 
the chief architect with Conrad & Gargett. When the Council was 
absolutely decimated by a new regime - they just closed up Building & 
Planning - I went to Cook & Kerrison and very quickly fell foul of work 
which was well beyond me. I think I was in second year - I am always 
amazed at how much kids know these days in their second year - in 
second year we were sort of swimming in the dark, basically. 
But one thing I do remember we all wanted to be like our senior 
members of the profession. There were no radicals in terms of 'them' 
and 'us'. The Professor at the University wore a bow tie, and we all 
wanted to, one day, be able to wear the bow tie. The members of the 
profession were very "honourable men" and very highly regarded. 
And there was a very powerful influence in a fellow called John Hitch, 
another Pammie who came here at that time. An awful lot of English 
architects came out in the Fifties and worked in the Council. He 
worked for the State Government, but John Hitch had actually had an 
article printed in the Architectural Review, which was the British "Bible" 
of Design. He had married a Danish girl, Lily Hitch, and she ran the 
Arts Design Centre and things like that, so he knew the artistic aspects 
of architecture - the rest of us were all just 'building' characters. From 
there I went to work with the Commonwealth Department of Works -
there was the Royal Visit of 1954 - and they actually gave me the 
design of the decorations, well because I was a Porn I suppose. I had 
a marvelous time designing Crowns on sticks with Aboriginal shields 
and so on - I've got all those recorded somewhere. 
From then on I was building my own first house through the Housing 
Commission at lndooroopilly and from there went to the absolute 
pinnacle of student's training - to Hayes & Scott, and there were others 
like Ian Charlton there ... I was older than them, mind you, because I 
started late but I could see they were getting wonderful training. You 
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spent all your time running around Hayes & Scott's buildings, 
fascinated by how it all worked out - drawing board to reality. Cam 
Scott was an inspirational person in my life. And then what happened 
after Hayes & Scott? Oh, yes, Theo Thynne - they were more 
generous there, I think they were getting about five pounds a week or 
something like that and I was married so I had to pay my way. So I 
went to Theo Thynne and found myself very happy there and stayed 
the next three years and the influences there were definitely Robin 
Gibson and Don Winsen. Then I went out into practice with Peter 
Heathwood as soon as we graduated. 
On just looking back, I think that Gabriel Poole was there in the late 
fifties. I remember when he came all that stuff about Gabriel being a 
cowboy, a jackeroo from the bush, was true - he was. That house that 
he did for his mother at Buderim, his first house, was very nice - it's in a 
Vogue magazine, Vogue Living - it had all the charm, everyone said it 
was lovely - he refused to be dominated by other strong influences 
around him. 
It may be in his book. .. 
It might be, in the beginning. So that's how it all started - but the 
influences, everybody had to have a lot of influences everyone used to 
say. Rob Gibson and Don Winsen, it was all Meisian and very modern. 
I wasn't very happy with being very modern, I'm fairly conservative and 
I like - I put it somewhere in one of the books - Syd Ancher and Arne 
Jacobsen. Carl Hammerschmidt was a Danish Architect who got the 
gold medal and came out here because he thought they were going to 
drop the 'big one' (atomic bomb) - as we all did in Europe in the in the 
1950's. He came out here and worked for the Council, which was like 
using a very delicate instrument in a very rough area. His Thesis was 
a visual feast - I think his father was a photographer and so he had a 
room set up in Copenhagen - with all these wonderful black and white 
photographs on a scale that we had never seen. At that time the 
Olympic Stadium Competition was on in Melbourne, and Les Perrott 
was a 'young Turk' from Melbourne and he knew Carl Hammerschmidt, 
he came up here. I was just the fellow sharpening the pencils and 
watching very carefully what they were doing and they did a circular 
stadium with the oval inside - I know it's been done a thousand times 
since - but I learned an awful lot of things from them. But it was 
European, you see, it wasn't American. 
(Discussion on Forum Magazine, etc). 
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It's interesting looking through them now to find - 'Oh, yes I remember 
being influenced by that!' so nobody was a cleanskin, we were all 
eclectic, we were all looking. Someone used to say, Athol Bretnall, I 
think - 'We're only as good as last week's Forum, most of us'. Now, all 
this sounds terribly shallow, it wasn't, it was very intense. On reading 
the magazines, 'That the tomorrows were going to be golden and we 
would sweep aside yesterday! Now this was post-War optimism. 
Anyway Syd Anchor, I thought, was rather wonderful because his was 
a classical and yet had a modern touch through all his flat roofed 
houses that he did. 
So that's when we went out into practice - Peter Heathwood and I 
kicked off and Peter had done the Spear's house, it was up. I had only 
built my own house which was very conservative which you might not 
have seen - it was published in Architecture & Arts, anyway I have it 
here, I can show it to you ... 
Was it in 1960 or something like that? 
Yes, but it was built in 1952. 
A flat roof? 
No, no not a flat roof, very ordinary. We went to the golden mean then, 
for the plan. The article is entitled 'less is more'! But everything was 
according to the golden mean in proportion, right down to the windows. 
The windows ended up 4ft by 2ft 6 ins and I remember Cam Scott 
saying, 'They'll warp you know, they'll fall apart'. Windows in those 
days were 18 inches wide, but I was very pleased to say that they 
didn't fall apart. When I met Peter I suddenly sensed that he had an 
almost Manly boatshed ethos, that he knew what Queensland what all 
about, whereas I came from the north of England. And what I thought 
was tacky lattice, he'd blow it up into this fabulous house, you see. I 
mean, Melbourne architects came up here 'Oh, look at this, this is 
worth coming 1,000 miles to see' - the Spear's house, seriously. No 
wonder Peter's career took off, but look, as I said, if you haven't got a 
good set of black and whites, forget it, you know. You need black and 
white photographs taken the day after it was built, and if it's in the book 
that's as close as you'll get before they demolish it. 
And it was then I began to get very enthusiastic about Queensland 
vernacular, Queensland architecture. A lot of first generation migrants, 
as Peter Prystupa, he was Ukranian, said 'I don't think you'd have been 
as enthusiastic about vernacular if you'd stayed in Yorkshire'. I said, 
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'It's different here, the sun dilates the senses, you know .... ', but I meant 
it, though, I really did. Up there that (the sun) is a phenomenon that 
occurs on three days in the year in the U.K. in the north there, so the 
generation of regional vernacular styles was really what I was into. 
And that's what I stuck with - design for climate. My old mate, 
Professor Bal Saini, that was down there in the Tropical School in 
Melbourne, he'd written his book on design and I was suddenly alerted 
that that would be a good way to go. When someone drives me into a 
corner and says 'What do you stand for?' when you've seen all the 
other parades of art and cultures and things, I still say, 'I design for 
climate because it works', the rest comes and goes, it's a chimera you 
know it doesn't hang around all the time. 
You know, flat roofs -we thought, 'Flat roofs -this was it, hooray!' We 
all designed them - until they started to leak and that was the real 
reason we gave them away, they leaked horribly. It was part of that, in 
the Sixties, the belief that tomorrow was going to be so radically 
different, (the way we talk about technology today!) I remember 
thinking that maybe we could sweep the whole of Brisbane, the old 
Brisbane, out into the river and start all over again. You know, that was 
pretty laid on, and on reading these old books, a lot of people thought 
that way. We had an Italian lecturer who came out and addressed 
everybody and said 'Yesterday's architecture is like your memory of 
yesterday and the past, its architectural amnesia if you sweep it away 
and who wants to have that?' And we all thought, 'He's got a point 
there' and we then started rushing around, I remember clients used to 
get cross with me, What are you trying to save old buildings for? We 
came to you for a modern house!' you know. 
In other words it's a slow awareness of what we were doing - but 
'Design for Climate' was the thing you stuck over the top of your 
drawing board. Any quote we could get from one of the Masters - it was 
a time when you followed 'A Master' you know - you used it liberally 
over the Office door - 'Man's destiny is to occupy space', Corbusier -
and things like that. We weren't kidding either. I think modernism was 
the way it was going. I remember the lndooroopilly Catholic Church 
was done with strange forms and shapes and then sprayed with plastic 
envelope. And I had a Catholic client at the time who said that 
modernism was almost sacrilegious, but of course not having any sort 
of religious background myself, I said what a ridiculous idea! I'd just 
designed him a house with Peter Heathwood with rooms that sort of 
went up like ah, Brasilia - you could sneak in a few butterfly roofs here 
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and there. The more we could shock, the better it was, and we were 
doing it with sublime innocence that this was the way it was going to 
be. That unless the window stretched from there to there (the full width 
of the room) you weren't trying! The fact that you had to put curtains 
right the way across afterwards, that came as a learning process. It 
was a very, very different climate of opinion in those days. 
I started to publish, as you would have noticed, a lot - well people used 
to think that was a bit rude and nasty, but when you weren't born here 
you didn't have any school friends to go to ... so I used to get some 
strange comments and some good ones too. The University was 
putting up buildings at that time, and I must have done half a dozen 
houses for Professors, so they were all part and parcel of the beginning 
- the Sixties. 
Now, Donald Spencer, he was around then wasn't he - he did 
wonderful things in the sixties. Now I'm trying to think of other people -
and Bill Douglas, he built a house up at lndooroopilly and it had a big 
clear storey running across the top. He was pretty solid stuff - he was 
very modest - he didn't rush into magazines all the time, but quietly 
doing good stuff. 
Was he of the firm, Douglas and Barnes? 
Yes. And what about Bob Froud, he did some interesting things, and 
Aubrey Job - he built the first high-rise, Torbreck. John Hitch I've 
mentioned ... 
Is he still around in Brisbane? 
No, he is in Victoria, you could write him a note. Well his own house is 
being buggered up too, it's on Kenmore Road. It was very good, you 
know it was the first house that had flyscreening - because he was 
another Porn and he couldn't stand the flying stuff he'd get! And Don 
Winsen, he did some houses with Theo Thynne, and Steve Trotter -
you've got him? 
Yes, and I spoke to Graham Bligh. 
Oh yes, Graham Bligh - he did a nice house for himself. 
(Discussed various houses) 
Robin Boyd was writing at the beginning of the Sixties that he thought 
that we were on to a new era - you know, a new wave of architecture 
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was emerging, and you were saying that you thought that at the time 
as well ..... 
Oh, yes, on looking through these books you see this in many articles -
European, American and Australian. 
While viewing books 
There, that was my first house, terribly conservative wasn't it. You 
know what I was doing? - they didn't put a verandah on a house since 
before the War, because it went into the calculations of the house area 
and you were limited to certain areas, so nobody put one on. As soon 
as the restrictions were off - verandahs! I remember I did a whole 
series of paintings about verandahs. I mean, there was a reason. You 
know, they were the best years, much better than the later years. 
In second year I had to design that house, when I was working at 
Hayes & Scott - and I was just looking at this particular Danish light, 
and the Danish chairs, and a servery! A servery was a new idea -
nobody had them, but as I say you had to get it out of the books - you 
weren't developing out of your own ether. But vents and things for 
ventilation, they definitely didn't come out of books -you see we were 
told that you had to have air movement through your place and 
someone pointed out that unless you had twice the air opening at the 
back as you had at the front, the air won't go through. Peter used to do 
a lot of those sorts of things too. 
So you did a lot of that sort of thing yourself - climatic design? 
Yes, we did - and we didn't need to look very far because all the old 
buildings had vents on the roof. You could say to people What's that 
on the roof and they'd say, 'A bit of decoration I suppose' and you'd 
say, 'No, that's a roof ventilator'! 
So you looked towards the older buildings for inspiration for the climatic 
aspects .... 
Well, for what you might say - amalgamation into the new ethos. 
Was climatic design adventurous - in the 1960's? Sort of cutting edge 
stuff? 
Well, put it this way, nobody thought of design for climate, and the men 
who had high reputations, they did all these lovely Tudor houses on 
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Coronation Drive, with every detail. Because that is what they were 
into, the English Squire stuff you know. And they'd be as hot ....... . 
those big tiled roofs and little Tudor windows with leadlights. Bruce 
Lucas was the 'Jim Woolley' of the University, he did teach us design 
for climate - don't forget good old Bruce. As I said I think there's very 
little original thought - you know, people might think, 'Oh, where did that 
come from, he's a genius!' But very likely it was laid down many years 
ago by somebody else - we live on each other's shoulders basically. 
And Bruce taught us about design for climate, but do you realize there 
were no fans in Brisbane in those days? No such thing as ceiling fans 
- if you go to India or Indonesia as you know, the place has had fans 
since 1700 - if they didn't have mechanical fans they'd have punkhas. 
So to have a fan in a house now - everyone says how marvelous are 
ceiling fans - they modify the climate. But the only fans you used to 
see were in milk bars, they used to have those great tornado things on 
a big stick, but nobody had them at home. Now, when I did Griffith 
University, it was a chance to get a punkah into the student dining 
room. Well nobody knew how to make them, they could make them 
but how to drive them? Now I know that punkhas seem to be 
appearing all over the place - another symbol that you're in a hot spot. 
Critiques of design for climate would say 'A couple of fly screens and a 
couple of large overhangs don't make design for climate!' Well, we 
used to sit with our protractors working out the angle of the sun 
penetration. 
Was that when you were a student, or when you were practicing? 
When I was practicing, oh yes, and we had to as students as well. 
That was the hardest exam of the lot. 
In the books you read there were people saying that modernism is all 
right but it's not very humane, you know. And today when you get Jim 
Soorley talking about containing the warmth and gentle aspects of 
yesterday, what we're really saying is - add more sensitivity to the 
human condition. 
There is always a school that believes that tomorrow is going to be like 
the concord aircraft, you know. So did we all, but it didn't turn out that 
way, did it? It is the fastest but the not the cheapest and we can't allow 
it to run around our skies and make too much noise. So progress isn't 
always going to be one step further forward, it might be a couple back. 
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So we get down to the cutting edge of the Sixties . . . . It was a fight 
between the status quo and the promises of tomorrow, yesterday. 
If you read the magazines (of the 60s), here am I saying, with Peter 
Heathwood, that tomorrow is going to be different, that old architecture 
is doomed to fail because the traditional forms (Qld vernacular houses) 
are neither suited to climate, because there's no insulation in the roof, 
etc etc. We were going to do it all differently, we'll have Strammit roofs, 
I had a water spray on the roof to cool it down. We were going to do all 
those lovely things, but what a terrible thing to say! I then immediately 
rush out and buy myself a workers cottage and live in Allora, much 
happier. But there's a difference. I come here (to the unit at Toowong by 
Prof. Graham De Gruchy), I quite like the inside of the place, it's very 
convenient. When I go back to the little cottage, which is only about the 
same size, it's the old timber job built in 1900, - it's the best of both 
worlds. 
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Excerpts from Interview with Dr. Graham De Gruchy 
On the 10 February 1999 
I'd like to ask you about your Architectural education. 
At the University in South Africa in Johannesburg - that was my first bit 
of training and then I went to London for a year, joined the London 
County Council, which later became the Greater London Council. The 
reason why I went to work there was they were interested in housing in 
a much larger way than I was practicing in South Africa. They had 
blocks of units, all sorts of complex housing arrangements - low 
houses, town houses and of course multi-storey blocks, not all 
successful but interesting at the time. That was in 1960/61. 
They developed a name for good architectural design I suppose from 
about the mid Fifties. It attracted me so when I left Johannesburg 
where I had a practice and a lectureship for a couple of years, I 
decided that the L.C.C. would be something that would contribute to 
my architectural knowledge. Also at that stage Britain was converting 
to metric systems so that gave me an 'in' on metric. Then from 
London, after exploring Europe and of course London itself and Britain, 
I decided that the sun was too attractive and explored the possibility of 
a job here in Brisbane. I looked at all the different States and their 
potential, went to the different State organizations in London - they 
have information of what goes on economically in the States - so the 
one that seemed to attract me most was Queensland. They offered me 
a job with the Government which was rather nice, and so I came out 
here in 1962. 
I was with the Government for about 18 months then I applied for a 
position with the University and became a Lecturer there. In 1969, I 
think it was, I became a Reader and then became Dean of the Faculty 
in the 1980's and Associate Professor of Architecture. 
As you were a Lecturer at U. Q. during the Sixties, which Architects 
would you have held up to students as exemplars? 
I guess you wouldn't go past John Dalton, I mean he was doing very, 
very good work and using the local idiom possibilities, you know with 
timber, plus he was concerned with climate, so he was orienting his 
buildings correctly and using ventilation systems and so on. So I think 
he has to be one of the best examples of that sort of design and field. 
Peter Heathwood I think was working with him, they were both doing 
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fairly modern buildings using I suppose Mies van der Rohe and 
Richard Neutra as their exemplars, in terms of external influence, but 
beginning to interpret in terms of the local scene which was pretty 
good, I thought. So they would have been people that we would have 
invited out as often as possible to discuss things with the students. But 
that would depend on what we were doing - I didn't deal so much with 
domestic architecture, I was already into the larger commercial design 
field in the 3rd, 4th, 5th and final year. So I didn't have a great deal to 
do with housing at that stage. I did enter a Competition and got 
Second Prize I think, for housing in 1965, and another Second Prize in 
1970 for the House of the Future. 
I noticed that they published your block of units in Cross Section ... 
Oh, that was Burrawood, yes. I might go back a little, first of all what 
I've got here for you is Centre Line. This was the local publication 
which was the equivalent to another publication from the University of 
Melbourne - Cross Section. That was more sophisticated, but Centre 
Line was local and it reported architectural news in the sixties. 
I did a few interesting competitions - there was a new Civic Centre for 
Brisbane for example, and then there was the University of 
Queensland Great Hall, plus the Cluster House Competition (the one I 
got a Second Prize in), Toowoomba's Civic Centre Competition, and 
the House for the Seventies was another competition that I found 
interesting. This, Burrawood, was the one you were talking about - a 
block of home units in Sylvan Road. 
When I first arrived I decided I needed a house, so I bought one in 
Birdwood Terrace, an existing old house that I fixed up. To see what 
that looked like visually - I was quite interested in some sort of formal 
organization using a carport in relation to a house with some sort of 
screen-walling. I think it was a magazine called Pencilpoint, or 
something like that - an American magazine - which had examples of 
very simple framed houses and I was just exploring the local scene in 
terms of these frames. So I decided to try and do something like that. 
This is the renovation of the existing house - that was the sweet old 
house which I had the temerity to chop the roof off of. They had 12ft 
ceilings in there and I thought I didn't need 12ft ceilings - these spaces 
were small - so I thought something like 9ft (about 2.8 metres) was 
sufficient. So I chopped the roof off and built the carport, more or less 
to that design - drive in and come through to an entry point, which was 
already there, the kitchen/dining room there, television room for the 
kids, put a staircase down. You see the house faced the road so I 
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thought I'd rather face north and look at the City Centre. I put three 
bedrooms underneath, a big living room and deck and an ensuite with 
the bedroom. It was a very simple exercise of taking a roof off and 
putting a skillion roof on and it worked quite well. I put a bay window in 
to express the kitchen/dining area facing the courtyard. The courtyard I 
expressed with tiles and it really was a nice space inside there - these 
were old Queensland railings from a verandah house somewhere which 
I built into the courtyard wall. 
That was the interior, at that time featuring a rug from Hungary, or 
somewhere. I was looking at things like Japanese blinds so obviously 
the Japanese thing has come into it. Japanese architecture being very 
subtle and relatively simple in appearance, although it's more complex 
in construction. That was something that was beginning to interest me 
quite a lot and Brisbane had a Japanese house in New Farm to 
examine. Unfortunately it was pulled down, but you can see from 
historical records it really was a genuine Japanese house. It was 
wonderful to see all the timber connections and the way the tokonoma 
was organized and how the different things occurred in reality. That 
was a lovely place to visit, but unfortunately it was taken to North 
Queensland somewhere. 
Did the Japanese influence include the indoor/outdoor relationships? 
Yes, definitely, you can see the Japanese lanterns and the kinds of 
screens they use, etc. etc. and for me anyway, there was quite a 
connection there. 
I had two main influences, the first was Frank Lloyd Wright and Frank 
Lloyd Wright was the reason I took up architecture. As a kid in 
Johannesburg I had a friend whose family subscribed to a magazine 
called "Fortune" by the Time Life people and they used to have a 
segment on architecture in their magazine every month. So on the 
coffee table there was usually a stack of these and I went through one 
when I was about sixteen, having a chat with my friend sitting in the 
living room, and I opened it up and there was the Falling Water House 
and I was bowled over. I thought, "This is fantastic, look at this, I've got 
to become an architect" and from then on my direction was pretty well 
set. I was fairly interested in medicine, but I think ultimately because of 
my art interest I thought architecture would be it. So, Frank Lloyd 
Wright was the 'hero' for a while and then Corb came through as a big 
influence too, especially when I started my Architectural Course. So 
you can see to some extent the kind of Corb influence that has come 
through there. 
156 
Did Harry Seidler's Rose Seidler's house have influence ? 
Yes, I became conscious of him as soon as I arrived in Australia and 
realized that he had done some work in the States and been to Rio, 
and some work of his was very exciting I thought, so yes you could say 
he had been an influence too. 
Some of these things - you can still see the skillion type approach in 
the early 1960-63. I was looking at land in Brisbane possibly for 
redevelopment, to build a house, still interested in things I brought from 
Johannesburg in effect and I had been doing some houses a bit like 
this in Johannesburg. I was exploring the different possibilities in the 
fifties there. 
(Looking through folio of work) 
Then the Queensland house became something that I had to take into 
account, you know the stumped house with the verandah around 2 or 3 
or 4 sides - was there some potential here that I was missing. So I was 
looking at ventilation of the high roof. 
The pyramid look. 
Yes, the pyramid concept with the main house expressed with things 
underneath like cars, seeing what the potential was. At the same time 
there were these influences coming through in relation to housing. Now 
there was Louis Kahn, another influence. Louis Kahn was exploring 
the juxtaposition of form, the highly disciplined form. He put these 
pavilions together in a certain way and I was having a look to see what 
this might do. That was an early example there - that was 1962. 
An architect by the name of Lund - Lund Hutton & Newell was a firm of 
architects practicing in the Sixties. Neville Lund used to take me on 
odd trips like out to Boonah where he had work to do, and we would 
pop in and have a look at a country church or look at some of the 
details of a gateway or a barn and things like that. I became fairly 
interested in Dods' work at the time. 
And then that came onto Burrawood. My mother had died in South 
Africa and left a small legacy and so I bought a property in Sylvan 
Road and decided to build a four-pack which is about all it was. But for 
me it was quite an interesting experience - I wanted to have something 
that worked extremely simply and well so there was, just park, enter 
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and up to the units split on both sides, in effect it was a unit there and a 
unit there. John Dalton bought one of them when I finally sold the 
block and he still owns it, that's his townhouse. Basically I wanted to 
have quite a wide living room facing north and a verandah, flyscreened 
front (because I thought insect screening was important), using 
services as a core (copper services), very simple and straightforward, 
with a very simple skillion roof 
So that was Burrawood. 
So you were conscious of climate, but that wouldn't have been the 
determining factor? 
Well facing North is pretty important for me, if possible. So whenever I 
had a chance, I'd turn a house around to face North if it was facing 
another way, if I was doing an alteration. Or in this particular case, 
(Burrawood) the whole thing was facing North. So, yes, climate was 
important - I think it always has to be really. 
And these are just some pictures of the interior (of Burrawood) - again I 
was using very disciplined forms from the old L.C.C. days, but in that 
case I was using western red cedar timber with whitewashed concrete 
blocks just as a basic discipline for the whole building. Later on I sold 
everything and made a small loss on the thing, and later on I bought 
one back and then I converted it into my own apartment for a while and 
eventually sold it at a good profit, so at least in the end it worked out 
well! 
Then there was the competition for cluster housing so I devised some 
sort of a cluster around a court that everyone could enjoy if they 
wanted to, but each of the little houses had this atrium. I was keen on 
the atrium idea because it seemed to me that you could have a good 
spatial relationship -with your carport, entry, a living room that would 
face North into the court, you could have a playroom or hobby room, 
and on that side you could have your dining, kitchen, laundry, 
bathroom and then the bedrooms and an ensuite at the end, facing 
another court. So I was looking at courtyard houses, as such, because 
this is a great field of design - designing especially in a tight urban area 
you really need to have some private space in terms of courtyards. 
Well, O.K., there are thousands of them now but in Brisbane in those 
days there were very few. So that was my idea of a courtyard house. 
So you had your private space for the individual house and then you 
had a more public space that they all opened on to. 
That's right I think that comes out in this plan here - then when the 
orientation changed I moved away from that central atrium to a 
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different kind of a courtyard design in order to accommodate that 
change. 
Then my family said they were sick of living in these, I think they called 
them 'antiseptic designs' or something like that, and wanted a nice old 
country house. So in Carmody Road we found a little old house, a tiny 
thing, so I put a new carport in and a new extension up one end so that 
became the family home for quite a while. I did a few little things - the 
inside was quite fun, it already had some of these curved forms so I 
just turned those into whatever could be done with them. Some of the 
interior - the big extension had a high cathedral roof, the furniture came 
from Finland or Scandinavia somewhere because at the time my wife 
had a shop in Toowong and she was importing furniture so we had 
quite a lot of interesting furniture. I think that was put in some 
magazine or other. 
Then towards the end of the Sixties there was this housing kit for the 
Seventies competition and now I did a complete flip as you can see. It 
came back to the Louis Kahn concept of marrying things, but here I've 
developed a form which could be made in plastic and married together 
with other forms, and everything then fitted into a series of spaces 
which would form a house. So you can see here you would have a 
clip-on verandah, clip-on kitchen, bathroom etc. to the main spaces. 
That was not only just innovative, it was way beyond innovative, 
probably could never be built properly. I did in subsequent years have 
a go at this. I went overseas on a research trip to Switzerland and the 
materials would work in terms of these shells but they're very tricky 
things. They're both positive and negative curvature and you can make 
them in things like fibreglass easily but if you wanted to make them in 
something a bit thicker, so it has insulation, it just wasn't easy. Anyway, 
I mean it might still happen, on the other hand I don't think I'd 
necessarily like to see them all over the neighbourhood - they're funny 
looking things aren't they. 
Really space age. 
I suppose so. Well that brings us more or less up to the end of the 
period that you're interested in. I went to Japan a few times and had a 
look at the way they organized their spaces - very tight, multiple 
dwelling spaces. I wanted to develop a cluster house system where it 
could look like a mini-mountain rather than just a tall block, a little bit 
like the present day hotel, the Hilton - have you seen the side of the 
Hilton with planting all the way up? Well this was long before that. I 
thought this idea of turning a block of units into a landscape thing 
would be quite a good one. 
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I've dug out a few things I have done - the chemical companies were 
considering this problem of how to build houses with plastic. That was 
one of the experimental houses they built in the late 1950's, 1959, and I 
built a couple of little models at the Uni to see how this would work, so 
that is a photograph of the models I built. 
I wonder if it would work in a lightweight concrete. 
Well I tried that, I thought that might be a way to do it, but I think what 
you need to do is to have some kind of post-tensioning to hold the four 
roof legs together. It needs to be thick enough to get a tube through and 
then the post-tensioning cables to hold everything together. Certainly if 
I could get a gypsum or some material like that, it might still happen. 
You could incorporate a roof light and ventilator as well. And then all 
the clip-ons just take place with the same material. So it's still a 
potential thing but I really don't know- to develop the design. 
So, this interested you all through your career, modular housing? 
Yes, well I started with Frank Lloyd Wright and seemed to have ended 
up as some type of 'Jetson' person. Mind you, I did love Buck Rogers 
and things like that as a kid, you know, the comics. Well he used to 
have jetbelts and ride-on mobile trolleys and trains and all sorts of 
things. In fact it's quite interesting that this has caught up with me - I 
went to the Gold Coast about 9 or 10 years ago when they first put up 
the monorail, and that goes right through a shopping centre. You 
know, the Oasis Shopping Centre at Broadbeach and I thought, "This is 
Buck Rogers!", because really it's so ... . well from the 1930's it's an idea 
that finally made it in the 1980's. It's interesting the way these things 
happen. 
In the magazines I've been reading of the Sixties, Eddie Codd seems 
to have been into these modular systems as well. 
Eddie was again, one of the modern architectural form people - you 
know the rationalists, but he was into space frames and highly 
disciplined forms. Again, he would have followed Mies van der Rohe, I 
guess, as his early model or exemplar and then he evolved this space 
frame as a structural entity and went on from there. Yes, he's a good 
architect although he hasn't influenced me much, I've been conscious 
of his work. 
One other Architect from the 1960's who comes to mind, to me 
anyway, is Maurice Hurst. Maurice was with Lund, Hutton & Newell 
and was one of their Senior Designers doing mainly houses, and he's 
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now up at Noosa. He was very influenced by Frank Lloyd Wright but 
again moving towards using local timbers and detailing and so on. I 
think he must have been influenced a bit by John Dalton - they were 
contemporaries so I would say he would be an interesting person from 
the Sixties. 
Jennifer Taylor, says in her book on the Sixties, that she thinks the 
Queensland Architects were influenced by the Southern Architects. 
To some extent I think they must have been, because there was the 
brutal school, the Sydney School so called . They were using very 
rough timbers and bricks and I'm sure that Maurice Hurst was 
influenced by that lot, and to some extent John Dalton was using rough 
timbers, so he would have been influenced also. 
It was interesting you said towards the end of the sixties you changed 
your attitude towards modem architecture. 
Yes, when I say modern architecture I mean in the sense of Mies van 
der Rohe and Neutra who had very precise rational forms that they 
were promoting. As much as I admired things like the Barcelona 
Pavilion, I just eventually felt it wasn't expressive enough in terms of 
the possibilities that architecture offers. I mean once you've seen 
some of those Moorish Palaces, or for that matter some of the vaulted 
mediaeval stuff in France you know, you suddenly realize how limited 
the modern architectural perspective could be. Anyway, that made be 
change my whole line of thought. At the same time I was developing an 
interest in planning and I did a Course at the University in 1967 I think it 
was, in Town Planning. It was their first post graduate course, and 
what was useful for me was that- it included a geographical study, and 
it was the geographical sciences which introduced me to the whole of 
Australia. And Sociology which gave me an insight into the 
demographic composition of Australia. When you were born in a 
country and go to school there, you automatically absorb the social 
history of that country. Well I did that in South Africa, I mean I was 
born in Johannesburg so I knew a lot about southern Africa and the 
whole of Africa. So doing a Town Planning Course gave me a big 
switch into what it really would be like to be Australian. I was gradually 
getting to like the country more and more, and so eventually the Town 
Planning Course ended in, for me, a really positive thing - I got to know 
a heck of a lot about Brisbane as well and in subsequent times I did my 
Ph.D. on the City Centre because I really knew it extremely well. When 
I was with the Public Works Department I used to walk through the City 
Centre every day to work, up through all the arcades. I got to know 
where the buildings were, all the businesses were and I really found it a 
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fascinating study. But before that I did a Masters Degree in Housing 
and I'll see if I can find that for you. 
162 
163 
Extracts from Interview with Peter Heathwood 
on the 11th February 1999. 
I'd like to ask you about your architectural education - you started at 
Q. U. T. and finished at University of Queensland? 
It was a straight 6 years, but at the end of 3rd year all the lecturers at 
University were going to get the sack, because there were no students, 
they only had 3 students in our year and 1 in the following year. So 
they decided that instead of sacking them we were sent over there. 
So what year did you graduate? 
1956. 
Would you have trained in Offices while you were studying? 
Yes, the City Council, under Frank Costello, who's a bloke you should 
know, a great bloke, a really good architect. He was a Rhodes scholar. 
I'd been to see to Frank Costello about getting different experience in 
other Offices, because I had gone there originally to do Senior. I did 
Senior in one year at night - it was called the academic rehabilitation of 
the rural class. 
What a terrible name! 
Yes, well they said we can't give you an education, just get your 
Senior. But it wasn't bad though, days at work and that at night. You 
know I went to the Council as a Clerk so that I could work during the 
day and study at night, and then I went into the Drawing Office. So I 
did about eighteen months there, I think it was about eighteen months, 
and then the Council changed. Chandler was the man that was thrown 
out and a bloke called Roberts came in and sacked all the top Council 
Officials - the City Architect, the Deputy City Architect, Deputy City 
Planner and others. He called them all in together, there were nine of 
them, and told them their fate, that they were to go, but they wanted to 
make it ten so I said, 'Oh, put down Peter Heathwood', because I was 
going to go anyway and it came out in the paper the next morning 'Ten 
top Council Officials sacked' and I went down the list and on the bottom 
was 'Peter Heathwood, Junior Draftsman'. 
So you were famous! 
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Yes, when I got on the bus the next morning I was treated with more 
respect. 
But anyway, because Theo Thynne thought I must have been sacked 
because I was an anti-Labour man that I must be a good Liberal 
supporter and therefore must be given a job! I was deluged with jobs 
from him and other people, and in his Office was Don Winsen who is a 
very important person you must talk to, he lives in Rome Street South, 
Yeronga. He was probably the greatest influence on Ian Charlton, Rob 
Gibson, Neville Miller and me - we all worked together in that office, 
and John Dalton, to some extent. But he was the real smart guy, he 
really ran the Office - Don Winsen - and he influenced me a lot, 
particularly in the importance of understanding what town planning was 
all about as a way to understanding of where you were as an architect 
in society, and eventually we were doing town planning but... 
They didn't teach very much about town planning at that stage? 
There wasn't any Town Planning Course. We did a half year of town 
planning that was treated not very seriously. I can't remember who 
taught it. Eventually Ian Charlton and I both gave notice the same day 
and I went to Job Fulton and Collin, because in those days you could 
just decide where you were going to go. It was just magic, we didn't 
realize of course, we'd never heard of experiences like the present. 
Aubrey Job, Jim Collin and Charlie Fulton. The significant one of them 
was Charlie Fulton of course because he ran the Architect School for 
donkey's years and then was a sensible man and a very capable 
architect, notably on Townsville High School, O'Donohue and Fulton, 
and quite a lot of the western Hospitals. He did some rather 
remarkable buildings in concrete, like concrete floor, concrete walls, 
concrete everything - out in the west - because materials cost so much 
and you used everything that was lying about, like gravel and sand. 
Were they cool? 
Yes, they had big verandahs and that sort of thing, but really 
extraordinary buildings in black soil, that didn't crack - quite a cluey 
bloke. Apart from that he hammered home form follows function and 
that made a big impact on us all. 
So you would say you were a modernist? 
Oh yes, what else could any sensible person be? If you believe in the 
progress and culture of mankind you've got to be a modernist, there 
isn't any other way. Anyway, so I stayed there, for a couple of years I 
suppose did a lot of houses and at Thynne's I did a few houses but 
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mostly service stations and banks. Theo was the Ampol man, in the 
days when Ampol just started. 
They did some wonderful service stations. 
Yes, well Winsen really designed them all. It was Thynne & Hitch 
when I first went to it. Theo - he'd finished a Course at Sydney Uni in 
the middle of the Depression and had in fact never worked as an 
architect and became Manager of Burgess Paints and then later in life, 
at a guess I'd say about 40, decided he'd like to do some architecture 
so he joined up with Hitch, who was supposed to know it all and Theo 
was supposed to be the man to get the work and that's how it worked. 
Then I was about to get married so I was looking for a lot more money, 
so I went to Crick, Lewis & Williams. That was a very interesting Office 
because they were right into the drive-in theatres and the theatre 
business, and pubs. Guy Crick was the owner of many picture theatres 
and he had done so many that he could just look at the section through 
and say 'That fellow won't be able to see from that seat', not lay a ruler 
on it, he'd just done so many. He was the son of Crick, the infamous 
Mayor of Sydney, anyway a really nice guy. He was really in the movie 
picture business and all that sort of thing. And Bernie Lewis knew a lot 
about pubs, and they did the stadium, they designed the stadium and 
the original Kingsford-Smith Southern Cross Memorial while I was 
there, neither of which got built to my design. They were sort of 
Bernie's, but I'd left before they got built. 
Were you still a student at this stage? 
Oh, yes. And then I though I'd get some experience with an older firm -
shops and banks and things, so I went to Powell Dods and Thorpe. I 
was only there for about 2 months, I hated it. They were doing stodgy, 
uncaring, unthinking sort of stuff. I learnt a lot about drains and 
calculating downpipes. They were very meticulous and very good at 
the technical side. 
By this time Aubrey Job had split from Collin and Fulton and gone with 
Bob Froud who was the senior architect. So I went and worked for 
them and there we did the garden block at Torbreck. I never worked 
on the tower it was being sketched out. Anyway, while I was there, 
John Dalton and I had decided to enter the Plywood House 
Competition and we agreed that if either of us won we'd go into 
partnership with the prize money, which was 3,000 quid, which was big 
money in those days. 
And you won. 
166 
I won and I had finished the Course at that stage. In fact in those days 
you could just get work and having won that competition, there was a 
lot of publicity about it. What had happened was, I got a job, the 
Belvedere Hotel, at Woody Point and I brought it into the office at Job 
Collin & Fulton. Then I got married and came back and we'd won the 
competition and I said to them, I'm going into practice on my own and 
can we come to some arrangement about the Belvedere Hotel job? 
Anyway they were very decent and said, look no, you take the job. So 
we kicked off on our own and that job supported us for a little while. 
because it was a fairly big job 
So you went into partnership with John Dalton in the early 60s? 
1957. Before we went into partnership, I did a house at lndooroopilly 
for George Spear. They had 5 kids and I did the drawings for the 
house, lovely people, I still keep up with the family. 
Can I ask you a bit about what you thought about when you were 
designing the house? 
Well firstly, because of extreme economy, it had to be reasonably 
square because there was no money and they had an awful lot of kids 
to be accommodated . So if you look at the geometry of the thing, 
basically it is the least perimeter of wall for the internal area. Happily it 
was a wide site which faced north so that made it fairly easy. It had to 
be on stumps, it couldn't be anything unusual, but they needed some of 
the space underneath for cars and whatnot so we built in with Besser 
block. The site gets very little breeze so we bumped that roof out at the 
top, its not a flat roof it's a pitched corrugated iron roof, to let the air 
flow through and up, the hot air. The ceiling slopes up and in those 
days I smoked and you could sit in the lounge and watch the smoke go 
up so it works! And then of course there was a need for sun control on 
the west and privacy on the front so the lattice was a fairly expensive 
thing to use, it was specially made. But I was keen to try and use 
modern methods but respect our heritage. That's why I used the lattice 
to do the job. The only thing of course is its solid during the day but at 
night time it's the reverse, you can see in! Being open underneath it 
lets the air through because you can't get much air through the lattice. 
You asked me to think about what the influences were and I've written 
a list. I've mentioned Frank Costello, I've mentioned Don Winsen. What 
I didn't mention was, in our year. I think Eric Buchanin and I were the 
only ones who weren't ex-servicemen. That was a big influence 
because they were serious students. They were married with kids and 
they had been through hell and they weren't going to waste time. They 
were struggling hard they were going to get through, there was no 
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chance of failure for them. The ex-servicemen were all good architects 
in the end one way or another, Campbell Scott, Eddie Hayes Col 
Tenant, all very sound, George Williams, Bernie Lewis, and they'd 
been through awful things. Bernie Lewis had been shot down over 
Italy, terrible things happened to them. They were very serious 
students and they were a very beneficial influence on me. Even Dalton 
was an ex-serviceman. 
Hayes and Scott, as students, we were enormously impressed with the 
houses they were doing. Their houses were just elementarily simple. I 
never worked for them but they were very good influence, particularly 
Campbell (Scott) in getting it right, not being satisfied with a half-baked 
job, very particular. Charlie Fulton was the same but with a difference, 
he'd had a lot of experience. Hayes and Scott, they were just five years 
or so ahead of us. Very particular and very careful and I certainly 
respected that. And of course John Dalton influenced me going into 
partnership together. We didn't design buildings in the same way, we 
both firmed our own convictions by arguing all day! We had a mental 
debate all the time, challenging one another. We had two different 
approaches. John would always want to bulldoze the site to make a flat 
platform. He wasn't interested in integrating in with nature, he wanted 
to put a bit of man-made geometry, beautifully done, on a platform. 
Whereas I was more interested in integrating into the site and trying to 
get some sort of Australian, distinctively Australian, and particularly 
Queensland architecture. And in that I was influenced by Alto. I still am 
because Alto did for Finland what needs to be done for Australia. 
Finland is a much younger country than this country. You can 
understand Alto's buildings in that they do derive, to some extent out of 
the Finnish character, but mainly the Finnish landscape. Even he was 
fairly inarticulate about what he was trying to do, but we needed to do 
that and I don't think we've succeeded. I think Lyndsay Clare is 
certainly on the way. I like to think I might have had some part in it. But 
we haven't got there. Take for example the Speare House, I got better 
at it, and I didn't need the lattice, I didn't need the obvious. So I 
wouldn't allow myself to use those stuck-on devices. 
When you say you wanted to take something, make it Australian, would 
that be from the landscape or from previous buildings? 
In my case from the landscape, because I didn't have much interest in 
Georgian architecture and our early verandahed buildings, that all 
comes from Georgian England via India. It has certainly become part 
of our heritage but it's an influence from elsewhere, it's still a derivative. 
We haven't done what Alto did in Finland 
It was a very productive time, wasn't it? (Dalton & Heathwood) 
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Oh yes, it was a seven days a week, seven nights a week sort of time. 
We both had young kids so it wasn't much fun for our wives but for us it 
was fun. It was marvelous because we had all the energy to do it! 
After you finished in partnership with Dalton, you went out by yourself? 
Yes, through the majority of the 60s. I remember doing houses, mostly. 
I've got one that was published in 1967, the Sturgess House. 
Des Sturgess, when he was a barrister. You wouldn't recognize this, 
it's now got Roman columns here! I think you can see here, see these 
things on the verandah casting a little shadow? They're steel plates 
and they run along behind these fascias. We did a lot of houses like 
that, we braced the whole timber structure with it. So we could take the 
glass up to the edge without any bits of wall. D-sections with a channel 
on top. It was quite a successful thing. The first time we did it the 
council came out with a gang of labourers with a big rope and tried to 
pull the place down! They wouldn't believe me! 
The other story about that one is, after they'd been living in it a couple 
of years, it had a box gutter and the house flooded, one night in a big 
storm. I went out and Des (Sturgess) was making noises like I'd never 
heard, insurance won't pay and whatever. We always designed our 
gutters for 18 inches of rain an hour, which was extraordinary, the 
books say for Brisbane, I think it was about 8 (inches an hour). You can 
get an intensity of 18 inches in a thunderstorm, it might only last 2 
minutes but you can get it and that's what matters. Anyway, Des rang 
me the next day and he said "I'll have to take it all back", Brigadier 
Binns records the rain, I can't remember the figure but it was 
something like 36 inches an hour! It was absolutely staggering. Anyway 
Des got it all on insurance and didn't have to sue me. 
With your houses in the 60s, what was the main driver for the design? 
Firstly, the client and their family, how they saw themselves living, not 
how they were living now but how they wanted to. That was very hard 
to get out of people I found. It seemed to me, people with less money 
were much more reasonable and they followed logical ideas. Having 
done that then I was very interested in the site. James Birrell influenced 
me a lot about site, I was always site-mad. Jim was a master at putting 
a building on a site. Look at that Toowong Library, Union College. He 
really was very, very good. 
So, the client, the site ... 
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The client, the site, the climate of course. I've always been very 
conscious of having to develop something suitable for our climate. 
The clerestories, the air-flow 
A lot of the time I managed to do it without anything as complicated as 
that. That became the basis of everything I've ever done, even the 
hospitals, even though they were air-conditioned, I still designed them 
to function without it. 
Were you influenced at all by Karl Langer's paper on sub-tropical 
architecture? 
Karl Langer didn't influence me very much in architecture, but he 
influenced me enormously through town planning. He lectured us on 
civic design and he introduced us to things like the syncopation of 
columns, arranging vistas. He was one of the more scholarly men I've 
ever met. He used to hold the lectures out at his house, and his wife 
would serve us coffee and we'd all sit around like this and he'd put on 
slides about his trip and what all this meant. I'd done history of 
architecture and had never understood. You get taught the construction 
and all that stuff but you don't get taught what it is in the landscape or 
the cityscape, what's successful and what isn't. You'd come to 
comprehend this space and space around you. He was wonderful 
about all that. 
The other significant difference between when I started in practice and 
now, was all these ex-servicemen got war service loans and they built 
the houses to suit their requirements - their family's requirements and 
their ideas. Now, banks don't want to loan to people who want to build 
an individual house. They want to go out and be able to see the 
"speccies" house. So, Australians have become less individualistic 
because of the financing methods. That makes it harder for architects 
now than it did for us (in the 60s). The other thing is that governments 
always designed things specifically for the purpose - schools, hospitals, 
all these things - were designed for a purpose. The City Council did not 
rent or take up space in someone's shop for a library, they had a 
purpose-built library. Look at the Toowong Library. They don't do that 
anymore, it's a fitout in some speculator's structure. So that the 
capacity of the architect to influence society has been enormously 
reduced. 
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Excerpts from Interview with Nevil Miller 
on the 23 of February 1999 
(The first side of tape is blank, due to human error, so the first part of 
the interview has been taken from notes.) 
Architectural education consisted of - the first three years at the Central 
Technical College with the last three at the University of Queensland-
resulting in a Diploma of Architecture. 
Worked at Theo Thynne and Associates with Robin Gibson and John 
Dalton. In 1960, formed own practice. 
Influenced by Corbusier, Breuer and Frank Lloyd Wright. 
Design for climate and outdoor living were very important. 
Important to clearly express structure, favoured simple engineered 
structures in timber. 
Last side of taped interview: 
(Talking about house on .Rode Road for Bob McKerris, paired timber 
posts) 
It's hard to know where you get influences from, but to me it seemed to 
be an efficient way of joining roof and floor beams together to express a 
simple structure by the repetition of beams, twin posts and timber screens. 
Can you sum up at all what guided your design of houses? 
I think every house is a problem and the problem is either one of 
circulation or structure, and whichever it is I feel it should be expressed 
clearly and cleanly. And the finished design is a product of the solution 
of all these problems. Each house has different problems - each client 
has different problems or each site has different problems. 
(Discussing the Flats at Manly) 
This building - a bulldozer when setting out the levels, slid right down 
the hill across the road below. Luckily it didn't turn over as it would 
have killed the driver. It was a very steep site - so that was it's unique 
problem and the solution to that was to step it in three layers, each layer 
giving each unit direct access to ground level. The other feature about it 
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was the beautiful view, so accentuate that by framing the view for each 
particular unit. 
You could take St. Peter's Church for example - problem No. 1 was 
Church liturgy and so that had to be considered, and then there were 
different elements for the main Church, and there was the Chapel and 
the foyer. So what I tried to do there was to express those three 
things. Another consideration was that in a Church you need high 
ceilings so that means higher walls which caused a structural problem, 
which was solved by folding the brick walls in a series of vertical, vee shaped 
forms separated by slit windows. This expressed the solution to a structural 
problem. But people who start to apply things to buildings or do things 
to buildings which don't have some sound structural or other basis 
strike trouble. 
And in the middle where all these trusses meet, there had to be some 
sort of join. I made the join, with the engineer of course, of metal fins, 
shaped to receive the sanctuary lamp, and suspend it above the altar. This 
expresses the Church liturgy and draws the attention of the congregation to the 
centre of worship. I also designed the furniture. 
I know this is not a residential building but I think the same basic principals of 
clear expression should apply to all architecture .. 
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Excerpts from Interview with Geoffrey Pie 
on the 12 of March 1999 
First of all I'd like to ask you about your architectural education. 
My architectural education was, first of all, living in two Mervyn Rylance 
houses. He was a most influential domestic architect of the 40's and 
50's, and if you're ever talking to Steve Trotter, he'll tell you about 
Mervyn Rylance's work as he actually worked with him. Another fellow 
to tell you about Mervyn Rylance is Bob Froud. Mervyn Rylance had a 
very important role to play in the early part, certainly pre-War and post-
war, (i.e. 2nd World War), domestic architecture in Brisbane. He 
designed a house for my parents on the beach front at Surfers 
Paradise in the 30's, in which I holidayed when growing up. He also 
designed a house for us on a couple of hundred acres at Aspley. He 
was a very gentle man, he drew beautifully, he was a fanatic about the 
North and climate that was ingrained, and we just loved living in his 
houses. I knew at the age of 4, in 1942, when he was building our 
house at Aspley that I was going to be an Architect. 
Did he teach at all? 
Not that I know of. 
Did he have a practice in Brisbane? 
Yes, yes he did - he was a very very popular Architect of the time. As I 
said, Steve Trotter and certainly Bob Froud would be great reference 
points, as he would have been an influence on those two fellows. That 
was the beginning of my architecture education together with my 
mother, who was trained as a Commercial Artist. She was very aware 
of design generally. Then as soon as I left school in 1956 - there was 
no such thing as "Schoolies" in 1956 - I went straight into the Office of 
H.S. (Herbert Stanley) Macdonald. He was doing the Prudential 
Building amongst other things, and it has now been knocked down, 
plus, he built my father's factories as well. So he was very much a 
commercial and industrial architect, and I spent my first three years 
working with him and attending three nights a week at the Central 
Technical College. The last three years were at the University so that 
is why I have a Diploma in Architecture from the Queensland 
University. At the Technical College Charlie Fulton ran the School. He 
was the Educator of the times, and just about every architect from 
within the profession lectured down there at sometime or another. 
174 
They tended to have people from the profession, didn't they? 
Yes, Athol Bretnall taught us history, Aubrey Job construction. 
About design for climate - was that taught? 
A little bit I think, but not to the extent that ecologically sustainable 
design does now. However the CSIRO in those days, in fact it was 
even before the CSIRO, they had sun charts. I've always been a 
fanatic about climate anyway, and I say to the students that one of the 
most important things is to do a lot of camping . Then you become in 
tune with the climate. You learn how to set up a tent and turn your tail 
into the wind. If you camp in winter you want to be able to catch the 
sun and so, to me, camping is terribly important. I think underneath it 
all the extent to which Queenslanders have camped is a true reason 
why we have won many of the Robin Boyd Awards in Queensland. 
And climate is the key if you analyse the blokes who have won it. We 
won the first one in 1986, but then there's Gabriel Poole, he's a bushy, 
he's won it for his tent house. Also like Bud Brannigan who had done 
a lot of camping, and Lindsay and Kerry Clare have won it twice. Much 
of the work that comes out of Queensland certainly has the spirit of the 
climate. 
So, has the Queensland vernacular influenced your work? 
Yes, Yes it has. You see I represented the Institute of Architects on 
the Council of the National Trust, and I was also on the Executive. In 
that 12 years we had an incredible amount to do in some early 
classification along with the photographer, Richard Stringer. He has the 
best collection of architectural photos, in black and white, and in colour 
as well, of Queensland buildings. We also lived in an 1886 Stombucco 
(we think) house up next to the New Farm State School. 
So there was a very strong influence of Queensland houses. Here's 
my 2nd or 3rd house in practice, and yet it's very Meisian. (The Morrow 
house, Oxlade Drive, New Farm 1965). The whole thing, the whole 
discipline but very Queensland. It's just down here on the river and looks 
just as good today. I'm interested in buildings not dating. The house is 
a really beautifully detailed example. In this instance, and a homestead 
I did at much the same time, had a very strong influence of 
Queensland houses. Mies and Queensland buildings are soulmates. 
Along with my National Trust involvement, I couldn't help but respect 
what had gone before and that comes through in all of my work. Now, 
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that's the third one I did, the homestead. (Elmes Homestead, "Plevna 
Downs", Augathella) The original homestead was burnt to the ground. 
It's a very modern, it's a very Mission house, Mies would have been 
absolutely proud of it. See that sun control on the eastern end, the old 
fashioned Thurlow blind s; this faces east. In fact those are pure Mies 
houses in a Queensland idiom. And that house came about too 
because I worked for so many years with Robin Gibson, together with 
Gabriel Poole, the three of us together. Robin was really Gabriel's and 
my mentor, because when Robin left Thynnes, Gabriel went with him 
and I followed. So, there were the three of us together for a long time. 
We did lots of houses, Wallace Bishop shops and Shirley Shoe shops -
a lot of shop fitting. Gibson had spent a lot of time with Sir Hugh 
Casson in London and Casson taught him well. The way Gibson 
draws is almost identical to the way Casson drew and the way that 
Gabriel and I draw. 
You all seemed to have worked for either Hayes & Scott or Theo 
Thynne. 
I didn't, I went from H.S. Macdonald to Fulton & Collin . They were a 
really wonderful bunch of people; Charlie Fulton was Head of the 
School at Central Technical College. Steve Trotter, who was very 
enthusiastic, and a wonderful draftsman, had a good grounding in 
domestic architecture which comes through in everything he does. I 
was only with them nine months before I joined Robin Gibson and 
Gabriel down in the City, but the friendship with Steve has lasted 
forever. There was another bloke there called Colin Tillyer. He still 
practices as an architect but he's now in Sydney. In the Fulton & Collin 
office he was quite a hero. If you're talking to Steve Trotter just 
mention Colin Tillyer. He was a grubby intellectual who drew well and 
worked like a drover's dog. 
In my practice there has always been a good mixture of commercial 
work and domestic work. I've never stopped doing domestic work 
because I love it so much. 
Do you find you can try out new ideas more easily in domestic work 
than you can in commercial? 
No, no I think that if you get the right bunch of people you can try out 
new ideas anywhere, you really can. 
(Speaking about Mother Pie's house at Surfers' Paradise) 
Now, of course, Mies I've spoken about, I just love his Barcelona 
Pavilion. You can see the influence there, even the steel columns 
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inside the glass were Mission. And the glass disappeared up into the 
concrete, because all those years of shop fitting doing Wallace Bishop 
and Shirley Shoes we had this really precise approach to detailing and 
it's never left us. It's never left Lindsay and Kerry and it's never left 
Gabriel. We've always had this great tenacity in hanging on to the 
detail; we really get great joy from our own buildings. There's lots of 
things to say about Gibson, as I've said he was by far my most 
immediate influence, you know day to day influence, on Gabriel and 
me. We did Perrin's house, Bob Mather's house and his own house at 
Yeronga - he has a very intuitive approach to design. His discipline, 
detail and his business acumen are such a good balance. 
Corbusier had an influence and also Birrell had an influence, more than 
anything, intellectually. The other influence was Maurice Hurst. He 
came out from England in the sixties. I finished my architecture course 
in 1962, so it must have been in our fifth year. Maurice Hurst and John 
Morton were our Design Lecturers. Maurice Hurst worked with Peter 
Newell of Lund, Hutton & Newell as it was then. He did the domestic 
work in the practice. Peter Newell has a great sense of history - his 
love of domestic architecture and catholic and articulate interest in all 
pertaining to architecture - was a really good all-rounder. 
Gollins Melvin and Ward in London had a big effect on me - they were 
the Skidmore Owings & Merrill of Britain. I guess part of my education 
was travelling seven months overland to London, it was terrific. We 
took a ship to Singapore and then we bussed and trained up Malaya 
and Thailand and flew into Burma and then picked up a Volkswagon 
Kombi Wagon in Calcutta which we had shipped from Germany. We 
went then to Nepal and back down to Madras and zigzagged all the 
way through India up into Kashmir and then all the way through to 
Europe. Gollins Melvin and Ward again was a natural progression from 
Gibson and they taught me more than anything, not to be scared of big 
buildings. That's why I've done quite a few big buildings - the big TAB 
Headquarters at Albion, about 25/27 years ago. Now that faces up to 
our climate - it faces north, very transparent, a lovely building to be in, 
and it hasn't dated at all. The other one we did, a big one, was the GIO 
Building at 200 Mary Street in Brisbane and it's got sunhoods all the 
way up. That was in the 80's about 1985. And we did Silverton Place 
up on Wickham Terrace, along with John Walsh. 
Did you work in London? 
Yes, for Gollins, Melvin and Ward and I studied Graphics while I was 
there as well at St. Martins School. In Gibson's Office we always had a 
lot to do with graphics and I always have had a feeling for it, so I went 
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to St. Martins at night, and that's stood me in good stead. I worked for 
Gollins, Melvin and Ward on two really big buildings in London - the 
Commercial Union Building and the P&O Building, each next door to 
the other down in the City. They were great projects to work on, really 
"state of the art" office buildings in the 60's. 
Gibson was emphasizing the process of design that you took from Mies 
and called, more a functional process, rather than a style? 
He's quite right. I guess you get to the stage too when you've sufficient 
faith in yourself to know that you'll produce a good visual product if you 
follow that process. And you do really have to analyse the site, the 
people's requirements, but also the thing that drives Gibson's 
architecture and Gabriel's and Lindsay's and most other better 
architects, is the quality of spaces that they create. Not only the 
relationship of buildings each to the other, but the actual quality of the 
internal spaces. It's fascinating - actually my Architect daughter, 
Genevieve, did her Thesis at Sydney University on space. (The Order 
and Phenomena of Space in Architecture - Genevieve Lilley, University of 
Sydney 1990). Very early in the job we make a model of the building -
that helps. Firmness commodity and delight - it's got to stand up, it's 
got to work and it's got to be delightful. They all work together, they 
really do, all the time. So it's always driven by all of those things and 
they all intertwine. I think something that we've all got in common is 
the quality of our imagination in our ability to hold that idea in our 
heads, even with a big building. That idea then comes to fruition through a 
mixture of tenacity and passion. 
I'd like to talk about a certain house that you did in the sixties, if you 
could think back and explain why you designed the house that way, 
what was your starting point? 
I'll tell you what the starting point was, that's this house - my mother's 
house, built in 1964-65. Having worked for Gibson as long as I did, I 
went on that overland trip and went straight to Gollins Melvin and 
Ward. I was working there for 12 months. A cable came through from 
my mother, "Geoffrey, we've finally secured that lovely block of land on 
the front at Surfers Paradise". It seemed that she was going to get Rob 
(Gibson) to design the house, so I was home in a flash. In India and again in 
Greece I had seen the delightful result of using flooring as concrete form work. 
Timber flooring? 
Yes, they did - and then pulled it down and re-used it on the floor: you 
can imagine tongue and groove, it left this lovely pattern all over. I 
lived on the site to build this house with the builder, George Lane, in a 
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caravan. We had the best team of carpenters because all the 
formwork had to be done by carpenters. (Looked at sketches of 
house). 
So it was massive floating roof. 
Yes, it was. It really was and then underneath the northern wing there 
was a granny flat for visiting families and the like. So to me this building 
was very special because I lived on the job, was single and fancy-free 
and it was my second house in private practice. We were probably one of 
the first in Queensland to use a Lidco sliding door. We cast it up into 
the concrete. This resulted in a flush glazing finish. When we came to 
strip the concrete, the carpenters refused; they said it was actually 
going to fall down so I had to strip the formwork to begin with to 
demonstrate it wasn't going to fall down. You can see the precision of 
glass, and then the glass was mitred on the corners. And that was 
north and that was the sea, east out there, and this courtyard was just 
absolutely beautiful because it was out of wind and in the sun during 
the day. So it was driven by climate; it was also driven by the 
Barcelona pavilion, it was driven by my understanding of the 
Queensland climate, especially the beachfront, and that fanaticism for 
detail - even inside the house. 
Because the eastern side tends to heat up very quickly in the morning 
in summer. 
Yes it does, unless you have, like that Elmes house at Augathella, 
you've got some kind of sun control like that. Like we've done at the 
University at the Sunshine Coast - the eastern and western ends of the 
building have actually got Vental blinds that you can adjust from the 
inside. They can make those rooms a pleasure to use; also on a 
winter's morning when you want every little bit of sun. You take control 
of your environment, not the other way round. 
(Looked at slides of house.) 
The ability to think from the point of view of the person who is going to 
use it - you've got to imagine, you've got to be a really totally 
sympathetic on behalf of your client, and that is what they're paying you 
for. All the little things add up. 
Who would have influenced you at university? 
Dr. Karl Langer was probably my best influence at University, he 
taught everything - architecture, town planning landscape. He was an 
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amazing post-war pioneer and he was the fellow who started talking to 
us about space - the spaces between the buildings, the space within 
the building, the buildings within space. And mixed with that concoction 
and working with Gibson, we were absolutely drenched in it, which was 
great. Yes Karl Langer was an amazing influence. 
This photograph is the Peregian Beach house of the unsung hero of 
Brisbane domestic architecture - a fellow called Bob Collin - now 
Robert Collin & Chris Hills . Bob Collin has done some of the loveliest 
domestic architecture, new houses, and extensions. He didn't go into 
his own practice for quite a while, but he's still very much a sixties 
architect - he graduated the year before me. His own house at 
Peregian, he may well have done in the sixties, but I think was early 
seventies. 
My last question - could you sum up your architectural philosophy? 
I was really driven by those three things - firmness, commodity and 
delight. It's so old-fashioned, it's got to stand up, it's got to work and it's 
got to be delightful, not only to your client. And you must get to 
understand what people really want, listen to people - to allow a client 
to express how they feel and even lead them to another plateau. It's really 
important to bring people out because they have to live in that house 
(and they often come back to you in twenty years time to do another 
one) and they actually are really part of that house. 
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Excerpts from Interview with David Roessler 
on the 9th of February 1999 
Can I ask you about your Architectural Education? 
Well, I started off in Brisbane and the University of Queensland had it's 
Architecture Department at the bottom of George Street, the Twenties 
building on the corner, that's where Architecture used to be. And that 
was when Robert Cummings was the Professor. In fact it was like a two-
man show, there was Bob Cummings and his offsider Bob Lucas. It was 
a tiny School and I started there 1955 or something like that. I only 
stayed there 2 years and then decided I wanted to go to Melbourne and 
transferred. That was not done then, you didn't do that sort of thing but 
after I did, John Railton did it too. So I transferred to Melbourne and 
graduated from Melbourne University in 1962. Even though John Railton 
and I subsequently did a house in T oowoomba, my architectural 
education was mostly in Melbourne. After graduating I worked in 
Melbourne for several years. 
So you were influenced mainly, by the people down there? 
Well, I suppose the reason I went there was because I was very taken 
with Robin Boyd, he interested me enormously, and in fact I 
subsequently worked for him, though not for very long, only during one 
summer. But that was a little bit of an irony in the sense that, although I 
went to Melbourne because I was so taken with Boyd, Boyd was no 
longer at the School. He had been at the School but I had never been to 
Melbourne before I went there and my information was a bit out of date. I 
worked in Brisbane with Jim Birrell before I went to Melbourne. It was a 
great place to work, really good. Of course he was from Melbourne too, 
which might have had something to do with my interest in moving south. 
What interested you about Boyd? 
He had such an exciting attitude to architecture, in the sense that he saw 
in a social context, he saw design as something that had potential to 
matter, you know. He was funny about the foibles that were all around us 
and he really seemed to have the drop on what was happening, and as I 
say he put it into a context - I thought he was great, I still think he was a 
wonderful thing, you know. 
I've read in his books where he talks about the third phase of 
architecture, which he thought, started in the sixties. 
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He was quite a young bloke when he started writing and was really, 
architecturally and philosophically, quite a mover in the school. All of that 
sort of stuff I was getting at one remove and, as I say, he wasn't even 
there at that time, he'd gone off to his practice. I only got to know him 
personally by working with him. 
In what other offices did you work in Melbourne and Brisbane, who you 
might have seen as a big influence? 
Well, the only place I worked in Brisbane was for Jim Birrell. I worked 
there for quite a while, in fact I worked for him for two periods. It was a 
great place to be, Jim Birrell's office. In Melbourne, which was 
architecturally much more alive, there were a bunch of interesting places 
- aside from Grounds, Romberg and Boyd, there was Mockridge, Stahle 
& Mitchell which was a pretty good office. I worked for a while for Bates, 
Smart & Mccutchen too, the big firm that was doing Monash University, 
quite a respectable sixties sort of building, and for Guilford Bell. 
When you were working with Birrell was it with the City Council - the 
Architects Department? 
Yes, that's right, it was really half a dozen people and him, and most of 
those half dozen were young people like me. There was a Victorian, Jim 
Cook, a returned soldier who had come back from the War and studied 
architecture. There was a fellow, Frank, I think, who was interesting 
because he was mute, had no hearing or speech, but he was an 
experienced draftsman, a brilliant guy. There was Jim Cook, Jim Birrell 
and Frank, and the rest of us were just kids. It was a great place to be. 
When I was first there they were doing the Annerley Library and towards 
the end of my stay, the Centenary Pool. I think also the practice that was 
a great influence in Brisbane at that time was unquestionably Hayes & 
Scott - they were doing such neat stuff. 
(Looked at various books and plans) 
Did they teach modernism at university? 
Oh yes, the whole ambience architecturally was modernist, very much 
so. The great text of the period "Space, Time and Architecture", do you 
know that book? It's a book that's terribly dated, belongs to the period. It 
was written by a Swiss historian and he gives you his twist on 
architectural history essentially. I think one of the things that was 
captivating about it, a little bit like Robin Boyd, was that it put stuff in a 
social context, and it also was nicely done. It was a very influential history 
book of its period. So that was kind of the big bible of its time. When was 
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it published? They were the Charles Elliot Norton lectures at Harvard for 
38,39, the third edition enlarged 1956. The author was Sigfried Giedion. 
I've read Karl Langer's paper called "Sub-tropical Architecture" about 
designing for the climate. It was published in the mid 1940's - relating the 
indoors to the outdoors - a lowset house with the living areas opening out 
onto the garden. 
Well if he did it in the forties that was really ahead of the bunch because it 
wasn't really a concern until well into the fifties, even in the United States, 
with the Olgyay Bros. They were writing in the fifties and that stuff didn't 
drift here until the sixties. So if Karl Langer was doing that in the forties 
he was right ahead of the bunch. 
The magazines seemed to concentrate a lot on the climatic aspects of 
the houses. When you trained in Melbourne was there much about 
designing for climate? 
Climate was a consideration subsequently ..... you know Saini?, I think he 
retired from St. Lucia. He put a book out when he was in Melbourne 
called "Architecture in Tropical Australia". Now, whether it was taught in 
Queensland - there was a consciousness of it, I mean it was something 
that you had to be sensible about - you couldn't ignore it really. You 
weren't about to go and put an air conditioner in, that was never going to 
happen. There was not even a thought, not even commercial buildings 
were air-conditioned. So it really behoved you to go and do something 
about sunlight. There was this thing (booklet by Commonwealth 
Experimental Building Station) every architecture student had one. This 
was very widely used. The very basic activity of getting the sun off your 
windows and hopefully walls 
(Looking at magazine article) 
This was such fun, this was a great house - it was done for two of my 
aunts - I did the design and because I was living in Melbourne and John 
was a friend from architecture school, and had set up his practice here, 
he did the working drawings and supervision. In fact that's him sitting 
there, he was at that Grenier Street place when he was quite young. He 
had been working for about a year and he decided to come to Brisbane 
and set up his practice. As I said, he did the same as I did - started in 
Queensland and then transferred to Melbourne. I did three years of the 
Melbourne course and I think he did two. 
You were mentioning that you might have been influenced by Frank 
Lloyd Wright? 
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This house is a very Wrightian house - you see this house it's actually 
based on a particular Wright house, the Goetsch-Winkler house, and it 
was also done for two single women. It was a beautiful house that I 
admired enormously. It was not fashionable to be interested in Wright at 
that time, but I just got interested because it was so beautiful. I was also 
interested in Peter Muller from Sydney. He actually come down to 
Melbourne and at least on one occasion I remember he gave a lecture 
out in the Dandenongs, he was an impressive guy. 
Did the Schools at that time favour the more European, the Modernist? 
Exactly, for instance, I wonder if you know Dudok? Well, Dudok was a 
great favourite of Professor Cummings and Cummings did that really nice 
Christian Science Building on North Quay, and in that you can readily see 
Dudok's influence. Just as Cummings was doing his Dudok Christian 
Science church, in a sense I was doing my house here. If you actually 
follow the Goetsch- Winkler plan through you see the similarities and also 
the way the roof planes were handled. The place has since been really 
changed around. It's lost all of its architectural interest. 
The things like the windows, I think Robin Boyd designed the Stegbar 
system. 
Stegbar exactly, Stegbar were the people who made windows and he 
was involved with the evolution of their window system and that had a lot 
to do with the way we all used these hopper windows. 
And the modular type of system ... 
Well, it made sense of course - not that they were Stegbar windows in 
this house, they weren't but the influence was just similar, and of course 
that was the period when the flat iron roofs of Brownbuilt were coming in, 
so that's got a very low pitched steel roof. 
John (Railton) did a great job, he did all the furniture in this place. 
He designed all the furniture? 
Yes, and it was made in his father's works - his father was a furniture 
manufacturer, and his works were in Breakfast Creek Road. 
So did architects usually do that? 
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No, well, you don't often get a client who is willing to have you design all 
the furniture, but John did great stuff. You can see it in here, I can 
remember going and finding the upholstery fabric for that chair. And you 
can see the little water garden .. .. 
Any Japanese influence, I suppose through Wright? 
Yes, once removed, in point of actual fact the one place I most wanted to 
go after I graduated was Japan and I went for two months in 1965. I 
think if you really get into that Wright stuff, you just want to go and look at 
all that type of thing. 
Where is John Railton now? 
He is in Avon, a small town near Vale actually. Vale is near Aspen, and 
those places are all in Colorado, up in the Rocky Mountains. He was out 
here a few months back, and he'll be back again. His daughter came 
and did a year out at St. Lucia, she did her Fourth Year, she transferred a 
year or so ago. 
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Excerpts from Interview with Steve Trotter 
on the 15 March 1999 
I'll start with asking you about your architectural education. 
I was one of the last articled architect students in the State I think, and I 
was articled to a chap called Mervyn Rylance. He did quite expensive 
houses, a lot of them are still there in the Ascot area, the Clayfield area. 
He had been trained in Sydney. Most of the buildings were classical, 
Georgian type buildings, Spanish and Tudor, but beautifully detailed and 
beautifully constructed. I learnt a lot from working with him. 
Geoffrey Pie's house was designed by Mervyn Rylance - it was out at 
Aspley as I recall. And then I worked for Jim Collin who was a partner in 
this firm here - initially I started down at the Central Technical College 
when I was when I was 10 or 12, I used to go down every Saturday 
morning, and Melville Haysen was the artist in charge of the School at 
that point in time. I think it might be Haysen's Dad, no his Grandfather 
probably, I think. And then I went from there to secondary education 
naturally and went to the Central Technical College for three years, which 
was the first stage of the Diploma Course, and then there was three 
years at the University. In those days you had had six years of practical 
training and so you were automatically registered as an Architect. You 
just to apply, there was no pre-registration, no exams. And so that's 
about it. 
I worked for Jim Collin and there was a very good architect in the Office 
who actually had also been trained by Mervyn Rylance, a chap called 
Bob Froud. You'll run into him in buildings done in this particular period 
as well. As a matter of fact he got me the job with Jim Collin - Jim 
Collin did basically housing, aged peoples homes - whereas the other 
partner in the practice, Charlie Fulton, he mainly did Hospitals but I 
didn't work much with him, I worked mainly with Jim Collin . I learnt a 
lot from Jim Collin also. 
About the housing? 
No, not at all, not that I can recall. 
You just had to pick it up? 
Yes, Yes -the strength of my practice has always been that every 
building I have done has been related to the climate. I could see in Merv 
Rylance's buildings, even though they were beautiful buildings, they 
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didn't really totally relate to the climate, they were northern hemisphere-
type buildings. My philosophy - I don't know how it developed - but my 
Grandfather's brother was an architect in the late 1800's in Brisbane, a 
chap called George Trotter and he did a lot of work for the Catholic 
Church and his buildings were in timber and they closely related to the 
climate. He died before I was born, but he was always sort of noted in 
the family as being one of the notables. And my Great Grandfather, he 
took up a farm at Oxley and I've seen his old house, and it related well to 
the climate. My Grandfather's house related well to the climate and my 
father's house related well to the climate, so we sort of had generations 
of relating well to the climate in house building and that followed through 
into my practice. 
What about other vernacular buildings in Australia? 
Not really, I would have been influenced a bit by the proportions that 
Seidler used. Harry Seidler - when I had just graduated he was the big 
deal in Australia. His buildings were not really well related to the climate I 
don't think. He was trained in the eastern states of the United States I 
think, but the proportions were good, of the individual units, so I was 
influenced by him. And I would have been influenced by Robin Dods. If 
you look at Robin Dods work, he did a lot of his training, in India or did 
some work in India before he came here. So all the timber filigrees and 
friezes and verandahs and things that Robin Dods was doing, I think, 
grew out his experiences in India with the climate with the rigors of the 
Indian climate. You build the building for the climate otherwise it's 
hopeless, especially in those days when there wasn't air conditioning to 
overcome problems you might get out of a badly designed building. 
And Hayes & Scott - they were older than me, but they were doing a lot 
of timber buildings. I always was attracted to timber buildings for some 
reason or other, probably because I'd grown up in them and felt they 
didn't hold the heat, they could change temperature very quickly. 
About overseas Architects, who would you have ..... 
Mies van der Rohe, Marcel Ruth, Frank Lloyd Wright, that's three, 
Corbusier. There was a young architect doing houses in the United 
States - called Stone, no not Stone, I forget what his name was - very 
nice country houses. I was mainly influenced by the three I've mentioned 
so far as I liked the look of what they were doing. I was influenced by 
Stone. He did the Delhi Embassy which I felt was very good and his 
approach to climatic design influenced a few of my buildings at that 
particular period of time. He did a lot of concrete box screen work and 
filigrees - using modern techniques - but using old fashioned, age old 
techniques in design. It was really what Robin Dods did with his lattice 
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verandahs and lattice friezes - about cutting out sky-glare and giving 
privacy in the building and yet still letting air coming through it. 
Was any particular style taught at university? 
No, I guess all the students had their own approach and there was no 
desire to teach style, I think. All our lecturers were practicing Architects, 
we didn't have in our particular course, I can't recall that we had any 
academics at all. The people teaching us were actually in practice. We 
used to hang on their every word because they were out there doing the 
work and doing it well. 
I've got this house - I went through all the Journals of the sixties, and .. 
That was Bill Mathers was it? That was actually an extension to a house 
for Bill Mathers. 
I thought I'd ask you a bit about that one -
I recollect it faced north, it had a big verandah on the northern side, it was 
on an acreage property but it was an extension to an existing building 
that had been done by Jim Collin, I think it was, it might have even been 
done by someone else. So the work that I did - I just put that family room 
on and the screenwork around there. 
It's a bit deceptive isn't it, it doesn't say that in the article. 
Yes, that's right. 
I did about half a dozen houses, the house for Bill Mathers the shoe king, 
on top of the hill at Kenmore - I'll look out some photographs and things 
for you if you like. My own house at lndooroopilly which was has been 
altered about a hundred times by subsequent people, and at East 
Brisbane - and a big mansion that's still there actually in Kenmore. As 
you go out of Kenmore on the right, going to Brookfield, you go up onto a 
hill and you look down and there is a new estate, there is a big house in 
the centre of that estate. I only saw it the other day, it is still there and it 
was build for Gordon McNichol. 
My own house had verandahs along the northern side - verandahs 
recessed to stop the westerly winds. The verandahs were designed in 
such a way that the sun would come across the verandah in winter but 
be clear of the verandah in summer. And I had glass at the bottom of the 
windows so that the sun would come in and solarheat the house. That 
was the fifties of course - I built that in 1954. Then I followed that through 
in all my other buildings. 
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I built a house for Schafer which was one of the first parasol roofs - it's 
out opposite the Sunnybank State School and it consisted of a square 
building, or rectangular building, but square in lines, with a complete 
parasol over the whole lot. It's still there, but then again, it's been pushed 
around a bit. And the McNichol house was the same - all metal louvres, 
the whole house had doors and windows but with metal louvres in them 
so that you could adjust and let the breeze in, and they had locking 
conditions inside. They were basically all timber-framed houses. 
The Schafer house - that would have been in the sixties? 
Yes. 
You've mentioned Harry Seidler - would any of his work have 
influenced you? 
No, not really, I liked what Boyd was doing, but mainly in bigger buildings. 
Could you tell me about any new materials you may have used in the 
sixties. 
I made a practice of using new materials. I used metal roofs quite often 
but with using a reflective insulation, which was a big deal in those days. 
They had just the paper with the silver on it and then that subsequently 
developed where they started to put mineral wool, attach mineral wool to 
the paper, and of course we went into aluminium windows and then 
Stramit brought out a material that was a metal sheet they rolled - this 
format- like Cliplock. You see roofs were available with just corrugated 
or tiles and they brought out this, but it was for a concrete formwork. 
They put it the other way round for concrete formwork - they'd put it on 
that way, and pour concrete over the top. And I reckoned that if we 
turned it upside down it would make a really good roof because you could 
get it in 30 metre lengths. So I pioneered the use of that which is now a 
standard item - I used to have to specify it - a concrete formwork erected 
upside down, because everyone thought of it as a formwork but I started 
using it as roof, and of course now it's the norm. It's funny how those 
things come to you, because I was seeking a roof where I could have 
much flatter pitches, because any of the other roofs have a lap and there 
was minimum pitch you could get. If you were doing bigger buildings, 
because I was doing bigger buildings as well, you didn't have to have a 
roof that was a hundred miles high, you could get a big square building 
with fairly flat pitches. 
Cast concrete - I started to use a lot of pre-cast concrete, not so much in 
housing though - you're doing housing, you'll have to sift out - because I 
started practice in housing. I got my original house in Woman's Day I 
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think it was, no Home Beautiful - the first coloured magazine - and I got a 
lot of housing work from that. 
What year would that have been? 
That would have been 1954/55. So I gradually built up in housing and 
then went beyond the housing to bigger buildings. 
So you were in your own practice almost straight away? 
Virtually, well not entirely correct - Jim Collin was the second bloke on 
that list - when I had only just graduated and I was working in the Office, 
he had a stroke. I was working on some major buildings for him and as 
he was virtually useless I took over what he was doing, because I had 
already designed some of these buildings as he was getting older at that 
time. And so I just walked into that sort of practice, then did my own 
designs and built up from that. I did some residential buildings. You'd 
know International House at the University of Queensland - Asian 
looking, based on all my principles of domestic design but in a college 
building. Sort of like a square plan with rooms on all four corners, so that 
each room had two walls to the outside edge of the building. It was a 
series or group of buildings so that air could get through to the 
neighbours behind, rather than what Jim Birrell did - build a massive 
great wall in front of people that have lived there for fifty years and 
stopped all the breeze getting through. It let breeze through to the other 
buildings because it was a fairly tight site, and it had overhangs. The 
reason it's Asian looking is not because I deliberately made it look Asian 
but because the principles I used were like Robin Dod's stuff. Where if 
you want an overhang over each room on a building of four or five 
storeys, well you put it all around and as it goes up it looks very 
Japanese at the end of the day. 
I also used to use a lot of expanded metal to do ceilings and things -
chop metal and then spring it, spread it- like, say, in Robin Dods' day 
they would have used the lath and plaster. They would just put battens 
on the wall and scrape the plaster in or go round the back of the batten 
and then they would plaster over that. Well this was a development of 
that which was called expanded metal which is still used today. The 
same as lath and plaster, just using modern materials. And of course 
compressed fibrous cement which was brand new, it was tougher than 
the old fibro cement. Aluminium windows were of course a major 
revolution. 
When did they come in? 
Oh, they would have been in the late fifties, early sixties. When the War 
finished in 1945, it took about three years for you even to be able to buy 
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materials. Then in the 1950's, generally, buildings were built around what 
was available, in old-fashioned techniques - wooden windows, bricks and 
concrete being mixed on site. Then in the sixties they started to get batch 
mixing of concrete on work which was modular, not just made out timber 
but made out of modular panels which could be erected and dismantled. 
Scaffolding became modular, and I think the biggest revolution was the 
batching of concrete and bringing it on site in trucks. It made a big 
difference, that really led to the development of a lot of concrete slab 
houses. Obviously it would have been much more economical than to 
build a wooden floor. 
And, also bulldozers -you see when I first started in practice there 
weren't such things as bulldozers. The Americans brought them out 
during the war, and there were a few old rusty ones lying around, so all 
the excavation was done by hand initially. That's only 50 years ago. And 
then Thiess Bros and a few others got these old American disposal 
machines working and started to be able to excavate sites. In the design 
of a building, you could, in actual fact, to some extent destroy the 
environment by putting a bulldozer in. That's what happens with housing, 
unfortunately, once they brought the bulldozer in they could bulldoze the 
site and make a level site even though it was a lovely sloping site. So you 
see all these terrible housing estates with all these water problems 
coming in at the back and I think they're all going to have white ant 
problems in the long run too, because of the fact that you can't use strong 
poisons now. All those Hayes & Scott houses basically were, a lot of the 
early ones, were on stumps and then they developed slab houses. 
What about lifestyle? 
Going back to my street, I grew up in a house and was there till I was 
married - I was about 24 - and it was what they used to call a workers 
dwelling, a timber building up on stumps with a big verandah out on the 
north. And they had trench lights - opening casement doors to the living 
room - and we lived most of our life on that verandah, so there was 
always a relationship... And those houses, in actual fact, were based -
you might have seen them round - they were based on a house designed 
in California by Green & Green architects. You might have heard of 
Green & Green. Now the Queensland Housing Commission, the 
architects there, started to style the Brisbane houses on the ones of 
Green & Green, which you see Californian climate is very similar -
California to here. So our house, the old one I lived in - over the windows 
we had a nice batten screen which would let the air through and 
casements which would, in those days the casements were hinged, so 
that you could leave one closed and pick up the wind from that direction, 
or you could leave that one closed and pick up the wind from that 
direction - and the verandah had a nice big overhang. So I grew up in a 
house like that, so in any house I did for anyone subsequently I made 
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sure that the inside and outside related .. . . . And especially when we got 
down with the machinery, you could get the buildings down much lower, 
where you then could walk out into the garden. 
Incorporating terraces, courtyards ..... 
Yes, and I think that came from, I guess the influence of California - the 
Americans were here and a lot of people of travelling - so our architecture 
was influenced by India in the first place through Robin Dods, this 
Queensland stuff, and then subsequently through Frank Lloyd Wright and 
Green & Green and the architects living in the States, working in deserts 
and tropical sorts of areas. They were learning from the Japanese as 
well, the tie between Japan and America and even before when Perry 
went there and they first let the American ships into the harbour - from 
that point on. They arrived in the 1930's - Frank Lloyd Wright did a hotel 
in Tokyo, the Imperial Hotel. So he had a big relationship with Japan and 
the Japanese principles of living with the climate transferred themselves 
to Arizona and places where Wright was working. Green & Green I think, 
were affected by Frank Lloyd Wright and by the Japanese, so it sort of 
went the full circle and then came back with the Yanks when they came 
over. Young architects just before the War, Mervyn Rylance and Jim 
Collin were examples of this. As soon as they finished their course they 
immediately went to the United Kingdom and worked for three or four 
years. They came back with all the buildings that were basically suitable 
in the United Kingdom but no good here. So after the Second World 
War, when the Yanks sort of saved us from the Japanese, America was 
a big deal and so most students looked to America for inspiration - not all 
- but a lot, and we had less inspiration from the United Kingdom. 
So there were two magazines, the English one - Architectural Review -
and the American one - Architectural Record - and every student 
thumbed through those. There was a sort of architectural colonialism I 
suppose, we looked to the country that had the most power. We looked 
to the British right up to 1942 and then the Japanese defeated the British 
at Singapore. The Yanks were suddenly here with all their equipment 
and ideas, and so half the population then looked to America as being 
the prime place where things were happening and Britain was old and 
out of date. And that rubbed off on architectural students. The American 
Journals particularly had lots of articles on Japanese gardens and 
architecture. This House and Garden that I got my first house in, was the 
first sort of Australian coloured magazine on housing, and it had a big 
influence on what people were doing - people always read that magazine 
and subsequently affected us all, I think. 
Did the car affect the design of housing? 
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The car had a big effect, in the thirties nobody had a car, or only the well-
to-do people had cars. Cars were under the house, the raised building -
where you could at least drive in with your groceries and walk up the 
back steps. Then when the houses started to go down towards the 
ground, there was nowhere to put the car, so we started to get carports 
and the carport and garage becam'8 part of the house. 
A lot more open too, like open carports. 
Well, you see originally the car - well nobody had a car, cars were very 
precious - so you had to enclose it and make sure the dew didn't get on it 
and so forth. But I guess as paints got better and metals got better and 
things were galvanized and chrome plated, the fact was that we were a 
pretty rich country in the sixties. 
I did a world tour in the sixties - I won the Sisalkraft Scholarship in 1963 
and my thesis was that we were building buildings unsuitable to our 
climate and they should send me around the world looking at tropical 
countries and tropical buildings. So I went up through Malaysia, across 
through India, through Persia, down through Greece, then Europe, Italy, 
Spain and Portugal. I then went across to the States, down to Florida, to 
South America, Brasilia, Rio de Janeiro looking at residential - or all 
architecture - but residential architecture as well - just to see how they 
solved the climatic problems. And then I wrote a book on it called "Cities 
in the Sun", which was a small publication and it expressed what you've 
talked about - that everyone lived for the climate. The primitive societies 
had the better buildings quite often and there seemed to be a pattern. 
What I found was that in India in the northern hemisphere, all their 
primitive houses were built like that - that's north up there, the equator, 
and that's a wing and another wing, and they quite often had a verandah 
there and they might have a courtyard around there if it was a desert-like 
climate. The object being that the sun rises - the worst winds generally 
come - because of the rotation of the earth - from the west. Our bad cold 
winds come from the west generally, in India they come from the 
Himalayas down, down this way. So they built the buildings with a nice 
verandah across there and the house went around there. And then when 
I went to South America, the primitive Indians were building their houses 
like that - with a verandah - it was just the way we should build our 
houses. That wing stops the cold westerlies, and that one picks up the 
morning sun in that case, and so the buildings which had no architectural 
input at all, right around the world in all these countries, four or five similar 
patterns, the good ones. That was the most interesting thing that I found, 
totally different architecture or treatments - made of wood, in India made 
of rammed earth and in South America they were made of bamboo and 
lath and cow manure and stuff. They all had this verandah on the north 
or south because they were just people who understood climate, they 
didn't have to be told - they just lived it all their lives. 
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And when you were doing this one - a climatic design? 
Yes, Yes. That's why I won the Scholarship. To win the Scholarship you 
had to be under 35 and had to have built some significant buildings. I 
brought down some photographs of all my houses and the International 
House and Tower Mill Motel that I did with the overhangs, and said "This 
is the sort of thing we should be building", not the glass towers that were 
creeping up. I convinced the assessors, so they gave me the money and 
away I went. Mind you, I think in the earlier days it may not have been 
mentioned, but in the days of my Grandfather's brother, he was doing 
buildings that were very climatic suitable, but I don't think they wrote 
about it - they just did it. 
Now of course, we've turned the other way and they're building all 
Tuscany houses. 
Not Australian -
Yes, that's right - we had a client, I wrote a spec for some people - some 
other architect had designed the place, and these were Tuscan houses, 
all for sale for the Japanese and such people, and so we said Why don't 
you build a house that suits the climate and looks the part?' We've heard 
the Japanese say we'll buy these houses, but why can't we get 
something that's really Queensland style, Queensland like? 
Were you interested in developing a Queensland style? 
Yes, I'd say it started with Hayes & Scott - well it started with Robin 
Dods - but Hayes & Scott were seeking, and John Dalton and I went 
through the Course much at the same time. He was a next door 
neighbour of mine in the first house, actually, and I think a group of us 
were seeking new buildings that were suitable to the climate, using 
local labour who were good at doing carpentry work and so forth. 
Whereas with Robin Gibson, with his housing, he stuck with a more 
Mies van der Rohe, German style - more European. 
So, with searching for the Queensland style - the core of that would 
have been climatic? 
Yes, that's right. Because of my philosophy that all buildings grow out of 
climate, house building in particular - all buildings I believe do, but house 
building in particular. If you live outside, and it's lovely to live outside, the 
weather is beautiful, it must express itself in your buildings and I felt it 
was so wrong for us - to look through the Hamilton area you see all 
these Spanish places without openings. The southern part of Spain has 
some good buildings built for similar conditions to ours, but generally 
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Spanish stuff was desert-like, - and there were old-English houses with 
Tudor fronts and so forth. It was all wrong - it didn't express the climate 
at all, from personal experience of how to live. 
And looking overseas, you tended to look at things in buildings overseas 
which might be applicable to our climate - using modem technologies -
like when Besser brought out these extruded blocks instead of carving a 
screen in marble - you could extrude it instead of.... (Sketches to 
illustrate point) See, really, a screen like that, now that sits in the centre -
that's actually an air-conditioning device, in that it is made of marble and 
therefore it's absorbent with water. When you get a pressure build-up and 
a movement of air, the air from outside is compressed, it lets out some of 
its heat as it's compressed, into the marble. And then it expands on the 
other side, that's sort of like a miniature refrigeration system operating 
and then at times when it's very dry, the marble lets up the moisture and 
acts a bit like an evaporative cooler. So when they brought the concrete 
block out, extruded, not on a lovely delicate scale like that . It had a 
similar thing in that you kept out the sky glare and let a bit of air through, 
like Robin Dods' lattice screen. Back in the sixties, if you look at the 
International House, all the covered ways were lattice-screened and no-
one was using lattice-screening in those days. It just suits the climate. 
So the lattice - that was before you went overseas - so you would have 
seen the lattice, say, in traditional buildings. 
That's right, yes, that was before I went overseas. And the Students' 
Union Building at the University, I did that, with all the Besser screens 
and that was before I went overseas. Even lattice on houses, then it took 
about thirty years and suddenly lattice became popular, and now it's old-
hat again! 
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Excerpts from Interview with Don Winsen 
on the 23 February 1999 
Can I ask you about your architectural education? 
I left school at junior stage, we weren't well funded. I studied for 
matriculation at night. There were only two architectural firms operating 
at that time, Conrad & Gargett and Hall & Phillips. Conrad and Gargett 
said they'd hire me if I paid them 15 shillings a week indentures. So I 
didn't go to Conrad and Gargett, I did a cadetship with the Council. 
Then at the end of the war, Bruce Lucas and Robert Cummings formed 
the Architects Group with Rod and Ron Voller. They headhunted me 
from the Council as a student. Robin Gibson was working at that time 
for Frank Cullen, I didn't know Robin then, Cullen needed another 
student, told Rob to find the best fellow at university and he picked on 
me. The friendship began from there. He and I worked together at 
Frank Cullen's until 51 when John Hitch invited me to join Thynne and 
Hitch. John Hitch at that stage was a final year design lecturer and I 
was in 5th year. He asked me to join them and I moved over there. In 
late 52 John Hitch left town. As soon as I graduated and gained 
registration in 53, Theo changed the firm to Thynne and Associates 
and I brought Robin into the business. We stayed there until late 58 
and Robin went into practice for himself. I left in 1960 and set up on my 
own. 
Theo Thynne and Associates seemed to be pretty influential at the 
time. 
Well, Theo left the hiring and firing to Robin and me - guys like John 
Dalton and Peter Heathwood, Neville Miller, Ian Charlton, George 
Henderson, Michael Bryce, Gabriel Poole, Bob Collin - they all went 
through Theo Thynne and Associates. It was one place of two where 
all the hotshots wanted to work - Hayes and Scott and Theo Thynne 
and Associates - the two most respected firms in the 50s and 60s. I 
was one of the few that never did work for Hayes and Scott. 
So it was sort of a breeding ground for young architects? 
Yes, in the 50s and 60s. 
What other architects did you take as role models? 
Most the Italians of the 50s, in particular Ponti. Stirling and Gowan in 
England, who I guess you could say, were directly influenced by Corb. 
Mies van der Rohe of course and I guess the other Americans, Breuer 
and Johnson. Frank Lloyd Wright really didn't influence me until much 
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later when I discovered Art Nouveau. I suppose from the 60s my 
architecture got an Art Nouveau influence as far as form was 
concerned but without the applied decoration - the curved line, the 
organic forms. 
Whereas with the modernists it was all very straight lines ... 
I guess you could say it was a reaction from having to use the straight 
line so much. 
When you were at university were you trained in the modernist ethos? 
Oh yes, all the lecturers in those days were part-timer lecturers. They 
weren't necessarily as advanced in their acceptance of overseas 
architects as the students. 
So as a student you would have been more influenced by the overseas 
architects 
Yes, I would think that one lecturer at university that influenced me 
most was the engineer Jack McWilliam. He was trained as an architect 
before he became an engineer. His attitude was that there was no 
division between architecture and engineering - one and the same 
discipline. Any architect that couldn't think like an engineer, with the 
practicality of an engineer, combined with the imagination of an 
architect, was not going to make a good architect. I know that 
influenced Robin Gibson as much as it did me. The other engineer I 
used was John Day. He was only a student back when we elected to 
use him at Theo Thynne. Robin was still a student and so was John, 
Theo and I were the only graduates. Theo was a very pedestrian 
architect, recognized it, and hired designers. 
What sort of things influenced your work during the 60s, things like new 
materials ... 
Yes, I was always wanting to extend my abilities beyond the current 
norm. I was conservative with experimenting with materials for clients 
but I introduced experiments with my own house and was always 
researching the possibilities. 
Can you remember what new materials you may have used? 
In the 50s and 60s there weren't really a lot of new materials, it was 
more a case of using new methods with existing materials. Certainly 
there was a lesser supply of high quality timbers, therefore you learned 
to use smaller members - things like coupling of posts, which also has 
a Japanese influence as well. Because that sort of experimentation set 
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my work as different from any other work. Also using the Japanese 
influence of the roof pitch becoming more shallow at the eaves simply 
by cutting a splay off the bottom of the rafter and gluing it on the top. It 
gave a much lighter feel to the heaviness of a slate or tile roof. That of 
course was also used by the colonial architects here in Australia in the 
way they changed the pitch over the verandahs. 
This Japanese influence, did you travel to Japan? 
No, it was simply reading Japanese architectural magazines. Kenzo 
Tange etc who were influenced initially by the Italians and the French 
architects. We mainly read Domus and Architectural Review, and the 
Architectural Forum of America to a certain extent. 
Would you say you were influenced at all by the architecture that was 
happening down south in Australia? 
Definitely influenced by Harry Seidler, but that of course was because 
he was following Breuer. Grounds Romberg and Boyd to a certain 
extent but we believed that they weren't taking things far enough. 
Certainly what they were doing in Victoria was not suitable at all for the 
Queensland climate. 
(Looking through "Buildings of Queensland") 
It says Theo Thynne and Associates as the architects ... 
Yes, whereas, really they were all Robin (Gibson) and me. The Marcel 
Breuer influenced house of course was Robin's. This is Hayes and 
Scott, this is John Hitch, and they all look the same. That's me, its all 
the same vocabulary, slightly different window treatments but the same 
general forms. You see at the same time people were doing funny 
things like the East Coast of America and Cape Cod. There's another 
one of mine and that is so Hayes and Scott. There's a Peter 
Heathwood and that's a John Dalton. That was done just after Dalton 
and Heathwood left Theo Thynne to set up their practice. We were all 
doing very, very similar stuff. 
How important was climatic design? 
Absolutely the starting point. Form and function are dictated by 
comfort. 
Is that maybe why you were influenced by the Italian architects 
because their climate was similar? 
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I don't think so. I think it was their daring to do things differently. I think 
that probably stirred my interest initially. Until the late 50s of course 
everything was influenced by the Scandinavians - Aalto, Jacobsen, 
especially furniture. 
Did you ever design furniture for the houses you did? 
Yes, but the budget was usually all used up on the building. I always 
had at the back of my mind when designing a house how the furniture 
ought to be positioned and how it would look. 
I saw Karl Langer's paper on sub-tropical housing that he did in the 40s 
and apparently that was one of the first to show floor plans complete 
with furniture. Were you aware of that paper? 
Oh yes, but Karl Langer lectured us principally in town planning. 
Influences like outdoor living, car accommodation, did that have much 
effect on the design of houses? 
Yes, outdoor living is so much a part of Brisbane, you can practically 
live outside, it's far more comfortable outside than inside. Yes, outdoor 
living always must be included in the overall plan. I guess everybody 
preferred the open carports to the enclosed garages. I would say that 
was one area where function was considered far less important than 
appearance. Although in those days security wasn't a problem. It was 
absolutely necessary that they (the carport) should be an adjunct to the 
house. Also to make sure the car didn't take over too much of the 
garden and that it was as close to the street as possible. Landscaping 
the garden was as important as the house. I always tried to give at 
least some sort of theme to the landscaping, for climatic reasons, using 
trees for shade rather than hard architectural structures. I much prefer 
soft landscaping to hard landscaping. 
What about the economic climate? 
Certainly people were spending far more money than they'd been 
allowed to during the war and the aftermath. There was a strict limit on 
the size of a house you could build during the war and through 48 and 
49. Of course there was a reaction to that afterwards, all the people 
who were better funded than the others who built during that period, 
walked out of those early houses and built better ones. 
With more money, did the people spend it on more expensive materials 
or bigger houses? 
Bigger houses and better materials. 
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A final question, what was your guiding philosophy when you designed 
a house in the 60s? 
Well, first to find out as much about the people for whom I was 
designing. If I was designing for a young married couple, I felt that I 
was better trained than they to give them advice, but if it was for some 
people with an older family - their second or third house - it was 
important to find out what sort of lifestyle they had established and 
make certain that you designed accordingly. There were a number of 
architects of my vintage who did not subscribe to that at all and they 
called my attitude compromise. Compromise is a greater challenge 
than being able to indulge your own design without restraint. To 
achieve a good design despite the odds was a sure sign of a good 
designer. In the later periods, when project managers started running 
the jobs, most architects used to rail against the fact that project 
managers made all the decisions and the architect got left out. I just 
took that as another challenge to still keep a good result out of their 
demands, for the client. Constantly causing you to change your design 
as the project went ahead because it was running over budget, it was 
just another challenge to still end up with a good building. 
One example here, at Theo Thynne and Associates, (Buildings of Qld 
p.26) our brief for that house was, "I don't know anything about the sort 
of house I'd like to live in, I just know that I don't like any of the houses 
I've ever lived in, I am going away to America to visit my family over 
there for 12 months, here is a bank account and a power of attorney, 
build the house and have it furnished ready for when we come back, 
my only hobby is amateur movies, make the house suitable to show 
amateur movies." That's the brief Robin and I had to design that house. 
You'd never get another one like that, you only get one opportunity. 
The house was very open, it had a huge two storey section which was 
how the home movies were shown. They were shown on a wall from a 
projector on a balcony. 
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APPENDIX 3 
Table of Brisbane's architect-designed houses between 1960 and 1969 from 
the journals: 
• Architecture in Australia 
• Architecture and arts 
• Cross section 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
1960 
John Dalton Dalton Res. Arch. & Arts, Aug. 1960, Dalton's Fig Tree Plan, section, 
pp33-35 Residence, Pocket photos, text 
Fig Tree 
Pocket, 
Brisbane. 
1961 
John Dalton Flats Arch. & Arts, Aug. 1961, Flats at Toowong Plan, photos, 
pp46-47 Toowong, text 
Brisbane. 
John Dalton Flats Cross Section No.107, Na Toowong Photo, text 
Sept. 1961 
J. Van Den Flats Cross Section No.107, Na New Farm Photo, text 
Broek Sept. 1961 
1962 
Darval Miller House Arch. In Aust. March House, Brisbane Plan, photos 
1962, pp120-121 Brisbane 
John Dalton House Arch. & Arts Nov. 1962, The Ten Best Kenmore Photo 
p33 Houses & 
Buildings for 
1961-62 
J. Van Den House Cross Section No. 121 Na Cnr. Photo, text 
Broek Nov. 1962 Redwood & 
Farrant Sts 
Stafford Hts 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
1963 
Stephen Trotter W. Mathers, Arch. In Aust. March Tropical Fig Tree Plan, photos, Note: 
of Fulton Collin extension to exist 1963 pp81-82 House Pocket text extension to 
& Partners house. exist house -
Trotter 
John Dalton House Arch. & Arts May 1963 House at Buderim Plan, photos, Landscaping 
pp40-41 Buderim text by Edna 
Mountain, Qld Walling 
John Dalton House Arch. & Arts May 1963 House at Aspley Plan, photo, 
p42 Aspley, text 
Brisbane 
John Dalton House Arch. & Arts May 1963 House at Mogg ill Plan, photo, 
p43 Mogg ill, text 
Brisbane 
John Railton Railton's house & Cross Section No.133 Na 63 Genier st. Photos, text 
office Nov. 1963 Fortitude 
Valley 
Maurice Hurst House Arch. In Aust Dec. 1963 House Gilgandra st. Plan, photos, 
of Lund Hutton pp105-106 I ndooroopilly text 
Newell Black & 
Paulsen 
1964 
John Railton Railton's house & Arch. In Aust. March Architect's 63 Grenier st. Plan, section, 
office 1964 pp110-111 own house- Fortitude photos, text 
office Valley 
Goodsir & House & office Arch. In Aust. March Architect' own 389 Swann Plan, photos, 
Carlyle 1964 pp112-113 office rd. St. Lucia text 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
John Dalton 3 Houses incl. - Arch. & Arts June 1964 Three Houses Mt Coot-tha, Plans, photos, Wilson 
Wilson House at pp35-38 in Queensland lndooroopilly, text House, Mt. 
Mt. Coot-tha Chelmer Coot-tha won 
1964 House 
of Year-
RAIA 
Graham Bligh House Cross Section no.142 na St. Lucia Photo, text 
of Bligh Jessup Aug. 1964 
Bretnall & 
Partners 
John Dalton Wilson House Cross Section no.142 na Mt Coot-tha Photo, text 
AUQ. 1964 
Campbell Scott House Cross Section no.142 na I ndooroopilly Photo, text 
of Hayes & Aug. 1964 
Scott 
Robin Gibson House Cross Section no.142 na Bude rim Photo, text 
Aug. 1964 
Maurice Hurst House Cross Section no.142 na Kenmore Photo, text 
of Lund Hutton Aug. 1964 
& Newell 
John Dalton Wilson House Arch. In Aust. Dec. 1964 House Mt. Coot-tha Plan, section, 
pp101-102 photos, text 
1965 
W.H. Carr of Solar house Arch. In Aust. March Solar air- Moggill Farm, Plan, section, 
Uni of Qld 1965 pp122-125 conditioned near Brisbane photos, text 
house 
Graham Bligh O'Neill House Arch. In Aust. June 1965 House Ironside st. Plan, photos, 
of Bligh Jessup pp118-119 St. Lucia text 
Bretnall & 
Partners 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
John Dalton 4 houses Arch. & Arts Aug. 1965 Four Kenmore, Plans, photos, 
pp12-15 Queensland Pullenvale, text 
Homes Chapel Hill 
Nevil Miller Piesse Flats Cross Section No.158 na The Photo, text 
Dec. 1965 Espanade, 
Manly 
1966 
John Dalton Smith House Cross Section No. 161 na Brookfield rd. Photo, text 
March 1966 Kenmore 
Maurice Hurst House Arch. & Arts Sept 1966 House at Kenmore Plan, photos, 
of Lund Hutton pp14-15 Kenmore text 
Newell 
John Dalton Smith House Arch. In Aust. July 1966 House Brookfield rd. Plans, photo, 
p149 Kenmore text 
Robin Gibson Mocatta House Arch. & Arts Nov. 1966 RAIAQld Yeronga Photo Residence of 
p19 chapter the year, 
awards 1966 
Graham Bligh Benson House Arch. & Arts Nov. 1966 RAIAQld Tarragindi Photo Highly 
of Bligh Jessup p20 chapter commended, 
Bretnall & awards 1966 
Partners 
Geoffery Pie Pie House Arch. & Arts Nov. 1966 RAIAQld Surfers Photo Highly 
p20 chapter Paradise commended, 
awards 1966 
A.H. Job & R.P. Foot House Arch. & Arts Nov. 1966 RAIAQld St. Lucia Photo Commended, 
Froud p20 chapter 1966 
awards 
Donald Copland/Ward Arch. & Arts Nov. 1966 RAIAQld The Gap Photo Commended, 
Spencer & House p21 chapter 1966 
Spencer awards 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
Robin Gibson Mocatta House Cross Section No.169 na Yeronga Photo, text Residence of 
Nov. 1966 the year, 
1966 
Graham Bligh Benson House Cross Section No.169 na Tarragindi Photo, text Highly 
of Bligh Jessup Nov. 1966 commended, 
Bretnall & 1966 
Partners 
Geoffery Pie Pie House Cross Section No.169 na Surfers Photo, text Highly 
Nov. 1966 Paradise commended, 
1966 
John Dalton Magee House Arch. In Aust. Nov. 1966 House Woodfield rd. Plan, photo, 
p86 Kenmore text 
1967 
Nevil Miller Piesse Flats Arch. In Aust. Feb 1967 Flats The Plan, section, 
pp92-93 Esplanade, photos. Text 
Man Iv 
John Railton & Roessler House Arch. In Aust. Feb. 1967 House Tourist rd. Plan, photos, 
David Roessler 0082-83 Toowoomba text 
John Dalton House Arch. & Arts March 1967 House at Brookfield Plan, photos, 
pp10-11 Brookfield, text 
Brisbane 
Thynne De Luca House Arch. & Arts March 1967 Meritorious Kirkland ave. Photo, text 
Denham & p14 Lighting Coorparoo 
Assoc. Award 1966 
John Dalton 2 houses Cross Section No.174 na Gower st. Photos, text 
April 1967 Taringa, 
Jimba st. 
I ndooroopilly 
Peter Sturgess House Arch. In Aust. June 1967 House Bina st. Plan, photos, 
Heathwood pp444-445 lndooroopilly text 
Architect Client/Description Journal Reference Title of Location Contents of Notes 
Article Article 
John Dalton Graham House Arch. In Aust. Aug. 1967 House Gower st. Plan, section RAIA House 
pp612-613 Taringa photos, text of year, 1967 
John Railton Miadek House Cross Section No178 na Hamilton rd. Photo, text 
Aug. 1967 Everton Park 
Stuart Mcintosh Dauth House Cross Section No.180 na Na Photo. Text 
Oct. 1967 
1968 
Joe Turnbull Turnbull House Cross Section No.184 na Kenmore? Photo, text 
Feb. 1968 
E.T. Codd Harley Industries Cross Section No.187 na Na Photo, text 
Prototype House May 1968 
Pat Moroney Moroney House Cross Section No.192 na Chelmer Photo, text 
Oct. 1968 
John Dalton House Cross Section No.193 na Brookfield Photo, text 
Nov. 1968 
John Railton Miadek House Arch. In Aust. Dec. 1968 House Hamilton rd. Plan, photos, 
pp1110-1111 Everton Park text 
1969 
Graham Bligh Bligh House Arch. In Aust. Aug. 1969 Architect's Karabil st. Plan, section, 
of Bligh Jessup pp634-636 own house Kenmore photos, text 
Bretnall & 
Partners 
Graham de Housing Kit Cross Section No.202 na na Drawing, text Winner of the 
Gruchy Aug. 1969 Brisbane 
Telegraph 
House for the 
70s 
E. Codd of Harley Industries Arch. In Aust. Oct. 1969 System built Taringa Plan, photos, 
Codd Hopgood prototype house pp869-870 house text 
& Assoc. 
